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The chief problem of previous theses on Intercultural Theatre is that definitions are 
conceived only in the form of the object, or of contemplation. They are not usually 
conceived subjectively as sensuous human activity; as practice. Hence, in 
contradistinction to those previous theses, the current thesis develops actively and 
participates in its own presentation as a thesis on Intercultural Theatre. However, the 
limitations of a writer’s participatory role become apparent as the thesis unfolds, 
since being a writer is different from creating an Intercultural Theatre performance. 
In light of this, the writer questions the definition of performance and draws several 
conclusions on the use of metaphor as substitution and trace, which are central to the 
discourse of Intercultural Theatre. It also opens up the tight definition of Intercultural 
Theatre as a staged performance to one that includes the scene of writing and as lived 
experience. 
The performance of the thesis thus engages in several examples and utilises several 
possible metaphors to remobilise the objects of study and understanding of the given 
field. It participates actively in a perpetual re-definition of terms. Sometimes it fails 
to perform adequately. Sometimes it offers possibilities to co-participate in the 
making of the discourse. As such, it sends out its messages so that you the reader 
may receive a message contrary to its first intentions. With this in mind, the thesis 
functions only if there is a correspondence, a co-habitation of more than one 
participant in the performance. It is an attempt to situate a place to project a future 
outlook on the field of Intercultural Theatre and beyond ― made possible only by a 
Miβgeschick, an accident, an anticipation of a next-thing-to-come. 
                                                             
1  German, translated loosely to Mis-Adventure, Accident or it can mean ‘Mis-Sent’. There is a 
subversion of ‘Adventure’ (in this case, the adventure you are about to embark on) by the prefix ‘Mis-’. 
The translation is also theologically informed. ‘Advent’ marks the start of the church year, the onset of 
a longing for a saviour and mediator. Each new mediator arrives and re-arrives, disguised as a saviour 
and attempts to answer and reveal a particular truth through his or her word. 
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0.1 CHARTING THE THESIS 
 
This is a thesis on ― what a thesis on Intercultural Theatre can be.  
Before delivering the message of the thesis, I envisage the following 
customary premises that are required to situate the place of my dissertation: 
1. The supposed emergence of the ‘Intercultural’ as a discourse 
2. There is an object of study to be examined, investigated, interrogated and 
presented in a thesis dissertation 
3. Tasks to complete such an endeavour 
The risk of failure to complete the tasks ahead requires the thesis to first speak of 
premises and preliminaries.1 (Aristotle 2660)  
 
 
                                                             
1 This is my reply to Aristotle’s Rhetoric (III.14.1415b), in The Complete Works of Aristotle: The 
Revised Oxford Translation I-II. Ed. Jonathan Barnes. Princeton: Princeton University Press, 1984, II. 
Aristotle quotes Sophocles’ Antigone and Euripides’ Iphigenia in Tauris: “Why these 
preliminaries? ... ” In my introduction, I wish to both re-produce existing prejudices/misunderstandings 






0.2 PRELIMINARIES: THE TASKS 
 
The first task is to state the scope of the inquiry and possibly the ends of this thesis 
dissertation. I begin with a preface, which states plainly my objectives and aims. Next, 
the subsequent tasks and sub-tasks are stated and elaborated for the purpose of 
completing the main task of writing a dissertation required to award me a Master of 
Arts degree. 2  In other words, there is a doubling of aims: the general aim of 
completing a conventional academic work and the aim of personal gain. Posed in 
these terms, the doubling implies that I am caught up in a whole system of 
presentation ― the presentation of external texts, sources, people, proper names and 
performances, and the presentation of my research and writing. Thus, to elucidate the 
presuppositions and to minimise the risks involved in such an endeavour, the list 
below outlines the tasks at hand. It charts the strict unfolding of my thesis and 
                                                             
2 At this juncture, it is interesting to note that while much of writing a thesis dissertation was motivated 
by my promise and my obligation to the University and the Master of Arts degree, I was guilty of being 
unfaithful to my lover, who seemed to be constantly unsupportive of my venture to be an academic. To 
write a thesis was to be unfaithful, in so far as I spent less time with her and did not devote my full 
attention to her needs and demands. The repercussions of my unfaithfulness were,  I regret, impossible 
to write about here - but they had certainly determined the unknown and unwritten aspects of the body 
of work - how long I took to write this, how much more I could have done and how her mood affects 
my own mood. Nevertheless, I could complete this thesis sneakily when she paid little attention of me 
or vice versa. In the end, I could, with much conscience, accept the sacrifice, since this mere mention 
of my difficulty reveals and subverts the Aristotelian rule in my writing style, which adheres to the 
notion that “a different style suits each genre.” (Rhetoric III 3.12) In this case, my writing style follows 
the genre of academic writing/essay/thesis. An informal mention of a subjective and personal factor 
that influences the product is usually frowned upon. The blindness to this subjectivity has to be 
accepted and the reality behind the scenes has to be suspended for the purpose of propriety. I hope that 
you, my reader may bear with me such a triviality as you will soon realise that such a triviality may just 
be the tonic to an otherwise conventional discussion of the problems of writing a thesis on Intercultural 
Theatre. Due to its informal nature, I reserve its place to a footnote, which I believe will neutralise its 






provides a brief map to help readers navigate their way through the written 
dissertation:  
1. A preface 
2. A historical background on the notion of the Intercultural 
3. The units of observation, bodies, entities, or the objects 
4. A plainly stated hypothesis/hypotheses 
5. A discourse on the discourses of Intercultural Theatre 
6. Arguments that substantiate, support, posit, illuminate the 
hypothesis/hypotheses; otherwise known as evidence mapping 
7. which includes quotations, citations, proper names, etymologies, 
interviews, interpersonal dialogues, and examples that support the 
arguments 
8. Conclusion 
The first task of writing a preface functions simultaneously as the carrier of the 
essential aims of the thesis-at-hand and the probable dismantling of the conventional 
presentation. This may occur as I take my chance with the subject-matter from a 
beginning to an end for the purpose of a conclusion. You must thus be patient as you 
read the text-to-come for both my readings and my mis-readings, and perform the role 





which performs both with and without a preface, since it is indeed both, is entrusted to 
you to make the doubling of the text possible.3 
0.3 PREFACE 
For unities of place, time and action in the main presuppose Greek tragedy as their 
prerequisite. It is not Aristotle’s unities that make Greek tragedy possible; it is 
Greek tragedy that makes Aristotle’s unities possible. 
Naturally, it is possible to invent a back-story and hence an action that would seem 
particularly favourable for Aristotle’s unities, but here a general rule obtains: the 
more invented a plot is or the more unknown it is to the audience, the more careful 
must be its exposition, the development of the back-story. (Dürrenmatt 138-139)  
 
An age that has so many theatrical systems lying behind it in its past must apparently 
arrive at the same indifference which life acquires after it has tried all forms.4 Perhaps, 
in this age the production of theatre has arrived at a juncture where the forms of 
theatre (which is part of life) have all been tried ― some remembered, some forgotten. 
Have we then arrived at an indifference to theatre-making? It is not the concern of this 
writing to speculate further on this matter or I would have presented an inaccurate 
                                                             
3  And the third factor that my thesis relies on is the texts of certain predecessors, such as the 
aforementioned sentence, adapted from Kierkegaard’s Prefaces, page 26: “My dear reader, if I were 
not accustomed to writing a preface to all my books, I could just as well not have written this one, 
because it does not in any way pertain to the book, which, both with and without a preface, since it is 
indeed both, entrusts itself completely to you.” 
4  This is an adaptation of G. W. F. Hegel’s opening in his The Difference Between Fichte’s and 
Schelling’s System of Philosophy: “An age which has so many philosophical systems lying behind it in 
its past must apparently arrive at the same indifference which life acquires after it has tried all forms.” 
Do “forms” here refer to appearances, objects and manifestations? I can perhaps avoid such a broad-
sweeping generalisation of “forms of life” and specify what they are in the context of theatre: 
playwright, director, actor, theatre historian, dramaturg, etc. However, more work is needed to 





case on what is a very broad concern. Besides, a practitioner of theatre will deny this 
indifference, especially one who is constantly in search of new expressions and 
creative ideas. The urge (of the writer of this thesis who introduces his subject matter) 
is really toward a name, capable of expressing itself and communicating information.  
“The urge toward totality continues to express itself, but only as an urge toward 
completeness of information [my emphasis] (Hegel 85).” 
Philosophical systems are, however, not exactly theatrical systems. Nonetheless, the 
purpose of adapting Hegel’s opening to Difference is to revisit this statement and 
attempt to refresh it in the context of this writing. At stake here is the information that 
is disseminated here and thus the name that sets in motion the communication of the 
information, thesis and investigation in presentation. Specifically, I have to first give a 
proper name to the field I am investigating. The name performs the preliminary step 
toward the “completeness of information”. The name contains the information that 
gives it its form, shape and presentation. By first giving a name, it is assumed that the 
rest will follow suit and the thesis will take shape. And that is where I face my first 
dilemma. 
Luckily, the problem of choice (of my thesis subject) is perhaps resolved by 
selecting a pre-existing name of a field in theatre: Intercultural Theatre. The prefix 
inter- suggests a mix of several possibilities: cultures, forms and theatres. But each of 
them also raises its own problems: what are the definitions of culture, form and 
theatre? What back-stories or contexts can one rely on to classify, formalise or 
recognise the diverse forms of theatre? Whose story and which age? Which should I 





0.3.1  Thesis 1 
Bearing the above questions in mind, the first thesis is stated as such: 
Thesis 1: The act of naming involves the active choice of citations, 
references and back-stories to make possible the introduction of a (research) 
subject. In my case, I shall introduce the field of Intercultural Theatre and perform 
my thesis statement at the same time. 
In the introduction of Min Tian’s The Poetics of Difference and Displacement: 
Twentieth-Century Chinese-Western Intercultural Theatre, a completeness of 
information is attempted when naming the field: “Intercultural theatre is one of the 
most prominent phenomena of twentieth-century international theatre” (Min 1). This 
choice of a name as the subject of the sentence assumes a few things: 
1. “Intercultural Theatre” signifies an actual form of theatre; they 
communicate the message/information.  
2. If so, it is applicable and repeatable in other occasions. 
In Erika Fischer-Lichte’s essay in Pavis’ Intercultural Performance Reader, a similar 
performative act is observed. She states:  
Both the phenomena “international” and “intercultural” are particularly evident in 
the work of Robert Wilson and Peter Brook. (Pavis 31) 
 
To further exemplify her “particular evidence”, she cites the work of Robert 





pick out the dominant elements of history, theatre tradition and culture of the country 
where he was working. Citing also Peter Brook and Suzuki Tadashi, she attempts to 
conclude that in their works, Western and Asian “both the elements of the own culture 
as well as those from the foreign culture are ripped from their various contexts” (Pavis 
32). Could this action of “ripping” be identified with Intercultural Theatre? 
In the above examples, a definition is preferable to move forward. A selection 
of texts on interculturalism and Intercultural Theatre, however, illustrate the problems 
of defining what Intercultural Theatre is or means. The thesis next places the field in 
the context of the history of Intercultural Theatre. It should indicate the significance 
of the investigation in the historical context of the field. Quoted passages, names and 
dates form the important components of a thesis’s content or substantiate the name or 
process of naming, either as supplements or to place controversies in context. A 
careful exposition is needed and the development of the back-story must be clear, 
precise and unified in place, time and action. In short, a historical back-story is needed 
for the main thesis to examine the field, which is mediated in the following section. 
The purpose of this thesis dissertation, as I hope you are now aware, is to open 
the field and implicate it in a larger discourse on knowledge production and the act of 









0.3.2 Thesis 2 
Thesis 2: One of the ways forward after an introduction of a proper name is to 
provide historical specificity. This includes the naming of persons, dates, places 
and actions. This is dependent on a pre-existent knowledge of proper names if 
they are readily available. If they are not, they have to be given names.  
In Posterior Analytics, Aristotle states that “all teaching and learning that 
involves the use of reason proceeds from pre-existent knowledge” (I 25). Since, in my 
thesis dissertation I shall argue that it is the intercultural body (of writing, of an actor, 
or of a performance work) that connects bodies, geographies, economies, and histories, 
it is essential to have a pre-existent knowledge of what intercultural means. A 
definition of “intercultural” is necessary for the objective of “teaching and learning” 
to be conveyed. In the field of theatre and performance studies, Patrice Pavis 
attempted in 1992 to define intercultural in his book, Intercultural Performance 
Reader. Mediating the various threads, theories and definitions available, Pavis 
locates the Intercultural in several routes and definitions: 
1. The body (of the actor) is also penetrated and moulded by corporeal techniques 
(Marcel Mauss) proper to his/her culture and by the codifications of his/her tradition 
of performing: Jerzy Grotowski and Eugenio Barba provide a demonstration of this; 
the femininity of Asia seen by Cixous and Mnouchkine is inscribed on the bodies of 
actors and impregnates their roles. Theatrical performance and dance visualise this 
inscription of culture on and through the body.5 
                                                             
5 We shall later return to this metaphor of “biological organism”, with its impregnation, birth, and the 
skin, as if it were “a palimpsest upon which, over and over again, cultural differences as well as 
similarities were inscribed.” We also notice that the first definition requires the appearances of proper 





2. Culture is opposed to nature, the acquired to the innate, artistic creation to natural 
expressivity. Such is the meaning of the famous Levi-Straussian opposition between 
nature and culture: “All that is universal in humankind arises from the order of nature 
and is characterised by spontaneity, all that is held to a norm belongs to culture and 
possesses the attributes of the relative and the particular” (Levi-Strauss 10).  The body 
of the actor is the site where hesitant flesh instantly transforms itself into more or less 
readable hieroglyphics, where the person takes on the value of a sign or artefact in 
surrendering to a situation. The user of a culture indicates how it functions by 
revealing its codification and convention, just as the Chinese actors mentioned by 
Grotowski performed the realistic convention of an Ostrovski text as a “received 
form”, as a sign of everyday actions. It is the cultural “strangeness” of the Chinese 
actors that allows them to transform apparent nature into culture, to expose what in the 
West would have appeared natural to spectators accustomed to the conventions of 
realism.6 
3. Culture is transmitted by what has been called ‘social heredity’, that is, by a certain 
number of techniques through which each generation interiorises for the next the 
communal inflexion of the psyche and the organism which culture comprises 
(Camilleri). In the theatre, this inflection is especially noticeable in certain traditions 
of performance for which actors and dancers have embodied a style and technique that 
is both corporeal and vocal. The parents physically transmit movements, of the 
Topeng for example, so that apprenticeship - by contact, the movement of muscles, 
impulses, the intensity of attitudes - becomes in fact a truly physical 
apprenticeship…In the West, as in the East, actor-dancers have interiorized an 
ensemble of rules of behaviour, habits of acting according to unwritten laws which 
order all and are long-lasting. “What lasts for a short time”, as Eugenio Barba notes, 
                                                             
6 And we shall also examine the strangeness of semiotics as blindness - a blindness that is necessary for 





“is not theatre but spectacle. Theatre is made up of traditions, conventions, institutions, 
and habits that have permanence in time (Barba, “Quarto Spectateurs”  26). 7 
4. In the sense of collectivities possessing their own characteristics, certain cultures may 
be defined in terms of their power relationships and their economic strength. Here it is 
difficult to avoid the dichotomy between dominant and dominated, between majority 
and minority, between ethnocentric and decentred cultures. From there it is only a 
small step to seeing interculturalism as an ethnocentric strategy of Western culture to 
reconquer alien symbolic goods by submitting them to a dominant codification, an 
exploitation of the poorer by the richer. But this is a step we should avoid taking, 
since it is precisely the merit of a Barba or of a Mnouchkine never to reduce or 
destroy the Eastern form from which they gain inspiration, but to attempt a 
hybridization with it which is situated at the precise intersection of the two cultures 
and the two theatrical forms, and which is therefore a separate and complete creation. 
It is also true, as Schechner has stated (1982, 1985), that there is no pure culture not 
influenced by other (Pavis 3-5). 8 
 
                                                             
7 And we shall take our time too, to ask ourselves, how we can observe the inflections of traditions, 
conventions, institutions, and habits that have permanence in time, as we write about them, as if they 
have always been such, for example Topeng. And we shall again take on a metaphor - that of parenting 
and apprenticeship, between the Parent and the Child, and the Master and the Disciple. 
8   An apparent dichotomy is shown above: pure and impure; as well as many other dichotomies 
mentioned earlier. A cruelty is always being done and applied consciously (whether it is to dominate 
the other or to attempt not to “reduce the Eastern form”) and that is life as always someone’s death 
(Artaud, The Theatre and its Double 102). Again, the body is returned to, a body that lives and dies 
(and is immortalised) in a theatre of anatomy. Bodies are manipulated and dissected as objects to 
perform histories - histories of signatures -done by tracing the perversions (that Artaud so detested), 
which are at the heart of such contradictions between destruction and preservation, and supposed 
unities between Parent and Child, Master and Disciple. At the heart of the Pavis’s definition is his 
assumption of “a hybridisation…which is situated at the precise intersection of the two cultures and the 
two theatrical forms, and which is therefore a separate and complete creation.” This mathematical 





Body and Culture are inter-related. That much is communicated above. Each 
entry consists of proper names, dates, compass points and examples. However, the 
relation between experience and reason (of proper names, compass points and 
examples) is not an easy relation to establish. Our senses of these “objects of study” 
and “subjects of dialogue” are different. They appear to the reader as messages, each 
assisting to communicate an idea or an experience. They act as messages in exchange 
without the actual meeting of physical human bodies.   
The enumeration of definitions also highlights the problematic naming of 
interculturalism or Intercultural Theatre: there is no one definition. At the same time, 
a linear movement is promoted in discussing Interculturalism: “We will be studying 
only situations of exchange in one direction from a source culture, a culture foreign to 
us, to a target culture, western culture, in which the artists (or bodies) work and within 
which, the target audience is situated” (7) And later, Pavis characterises Intercultural 
Theatre further: “In the strictest sense, this creates hybrid forms drawing upon a more 
or less conscious and voluntary mixing of performance tradition traceable to distinct 
cultural areas. The hybridization is very often such that the original forms can no 
longer be distinguished.” (8) 
However, Min Tian points out that, “such a discourse tends to valorise the 
target (Western) culture’s appropriation of its source culture because it fails to look at 
Intercultural Theatre necessarily as an inter- or mutual- negotiation and displacement 
of different theatrical and cultural forces” (Tian 3-4). However, I still notice that the 
“direction” or “valorisation” of cultural forces falls neatly, into an Asian- (or Chinese 
in Min’s case) Western dialectic of aesthetic and artistic construction ― a mix and 





“displacement cannot be avoided” (7) is correct but it is based on the assumption that 
the proper names, e.g. “Chinese traditional theatre” and “Western avant-garde littered 
throughout the chapter, are in fact wholesome and complete as entities. The 
displacements that Min identifies fall in a simple model of “Self’s knowledge of the 
Other” (6), and “intercultural knowledge and understanding inevitably involve 
displacement and re-placement of the Other by the Self” (7). At the same time, the 
problem could just be because of the limited number of names one can use to define, 
describe, categorise and formalise different forms of theatres and cultures. 
The notion of Other/Self proliferates in discourses of Interculturalism. The 
assumption is that a prefix of inter- or mutual- necessitates supposed cross-cultural 
communication and negotiation, displacement and replacement of elements from 
sources either of West or East. In other words, the West is no longer West and the 
East is not East; it is East-West. Within such I-and-You frameworks, you and I may 
fail to recognise the ‘You/Other’ and ‘I/Self’ (from either the East or the West) as 
already foreign. Instead, the assumption is that seminal concepts of intercultural 
reception and adaptation are Western or Eastern, Asian or European; umbrella 
cultures that contain too much information. For example, it supposes or assumes that 
“the merit of Barba or of a Mnouchkine never to reduce or destroy the Eastern form 
from which they gain inspiration, but to attempt a hybridization with it which is 
situated at the precise intersection of the two cultures and the two theatrical forms, 
and which is therefore a separate and complete creation” (Pavis 5). It also presupposes 
that there is a subject to be face-to-face with; one meets the other. 
The complex transformation of one host-culture, metamorphosing into a 





in its theorising but misleading. To put it simply in Buberian language, such a 
proposal demands that a dialogue happen. It assumes a generosity to undertake the 
labour of participating in a first encounter with a body (perhaps culture, or perhaps an 
actor), when the body may not be hospitable to such a pure event of an immediate and 
intimate encounter. In fact, these bodies may be cruel to each other. These bodies may 
participate in wars. How then does the enigmatic body behave in such a theater of 
cruelty? ― That is the historic question. 
It is out of these cervices and dichotomies, out of the limits of representation 
in theatre and in writing, and between reason and experience that I shall attempt to 




There is something fundamentally problematic with dichotomies. The 
definitions that justify the assertions of cultural or ethnic identification are themselves 
territorial generalizations that may not trace the countless historical, political, 
economic and personal factors that interplay, interject, inter-relate, struggle and strive 
for dominance. These factors constantly place these definitions in conflict with 
themselves. The coming theses on Interculturalism seek to examine human conflict 
and interest when they travel (or not). Instead of mere definitions, these theses trace 
the routes and journeys made by proper names such as anthropologists, directors and 





to the East and from the East to the West. The theses also include constructed faces of 
these proper names as biographers write, read about, and study travels made and 
performances staged. What connects them, from one performance to another, from 
one place to another, and from person to another is, perhaps, the body. Body – that is 
the subject matter of this dissertation. Simplistically, it is about the body moving in 
history, either as a personal experience or as encounters with embodiments. However, 
do the unities of place, time and action determine the body that performs?  
 There is something misleading in the above construction of a hypothesis of 
bodies connecting bodies. There is an apparent misunderstanding, to again use 
Buber’s term, of a pure meeting; an encounter between two supposed pure bodies 
which to begin with cannot be pure. These writing and theorising bodies might have 
never travelled to distant lands or back in time to experience the physical attributes of 
the ‘body’. In order for such a meeting to occur, especially in the medium of writing, 
one must invent the scene for such a meeting and if possible a dialogue; a repeated 
dialogue if possible. For Aristotle to comment on Greek Tragedy, or Greek Tragedy to 
inform Aristotle, Dürrenmatt must first invent the encounter, without the actual 
coming together of past principle players and thus participate in the whole tradition of 
relating the two - Aristotle and Greek Tragedy - together. A gloss covers the layer of 
the speech and writing and allows only the surface to reveal and encounters remain in 
realm of I-thou, Aristotle-Greek, Writer-Reader, Kant-Hegel, etc. One repeats a 
discourse, albeit in different places, times and with different persons. 
Between the abstraction and actuality of the sensuous and the face-to-face 
there must be something else. And if possible, at the end of this dissertation, the 






Next, to place my discourse in its proper function, I first reiterate my example. 
 A thesis requires its proper framing device to function as one. One example 
will be the mediation of several books, authors, theories and essays to identify the 
field of the discourse. Such an identification, or providing the context of the history 
and/or current state of the field or current controversies, allows the new writer of a 
new thesis to contribute to the current field, whether imagined or empirically 
experienced in the given form of field research.9 The transparency of its subject matter 
must be assumed and accepted in the field and map of reading/experiencing. In other 
words, one could very often be inventing the field, either by convention or 
imagination (often cartographic), by connecting lines to isolated dots. And this is 
proper and appropriate as the compulsion to make sense and knowledge available for 
a reader channels the passage of knowledge to a subject’s multiple deaths.10 This is 
                                                             
9 The field - includes both the virtual (library, online journals, newspapers, Internet, etc.) and the 
empirical (research field which requires the personal actual encounter with the researcher’s subject 
matter, usually in ethnography or anthropological studies). 
10 A refusal to stop writing about the same subject led to Kierkegaard to comment sarcastically that 
there will always be an eleventh book on the same subject: “To write a book is the easiest of all things 
in our time, if, as is customary, one takes ten older works on the same subject and out of them puts 
together an eleventh on the same subject. In this way one gains the honour of being an author just as 
easily as one gains… the rank of being a practicing physician and the possession of his fellow’s 
citizens’ money, trust and esteem…Now, even though such an eleventh book sometimes ought to be 
considered a work of some merit commensurate with its thoroughness, as in another time it certainly 
was, yet if its worth cannot be appraised higher and the reward to be harvested is estimated only in 
relation to that, the competition in writing an eleventh book would not be greater in our time than in 
any other. Since, however, this is the case….because…now become an inspiring goal that beckons 
every scribbler and promises him that this eleventh book will become more important than everything 
else earlier, more important than the ten preceding, which nevertheless had cost their respective authors 
considerable brain racking, since they did not plagiarize one another, more important than the ten all 
together before the marvellous transubstantiation occurred by which the eleventh book saw the light of 
the day…… If mediation were really all that it is made out to be, then there is probably only one power 
that knows how to use it with substance and emphasis; that is the power that governs all things…… 





done simply by writing and writing, over and above the past works on the same 
subject.  
Hence, as an antithesis and assault on writing a new thesis on Intercultural 
Theatre, it must be said that there can be no single theory or thesis on Intercultural 
Theatre. And that is where I wish to establish the paradox that writing reveals and 
participates in as it simultaneously creates and destroys the discourse. In that sense, 
there is still something singular in that process. I do so by choosing to write and 
perform my theses and consider the clashes and tensions that arise from connecting 
supposed conflicting fields ― historical, territorial, virtual, humans, theories and 
ideas that travel.  
 
0.4.3 ANTITHESIS: MIS-ADVENTURES, BACK-STORIES OR 
ITINERARIES 
Forget Intercultural Theatre. Something else is at stake. Several anti-theses can 
be formed to explicate the things at stake: 
Anti-thesis 1: An act of naming does not necessarily have to contain a 
completeness of information. It can be also be regarded with playfulness and 
allowed to create unexpected combinations and paradigms in uncharted terrains. 
                                                                                                                                                                              
 
earlier ones is this, that the word “mediation” appears several times on each page and that in the 
introduction to each section the author unctuously goes through the rigmarole that one must not stop 
with the ten but must mediate.” (Prefaces VII 36) A eleventh book, however, may just be necessary to 
critique the earlier ten books. The discussion will never ends since the event or object of study is never 





In my next task, I provide a new itinerary, and the various embodiments that 
proper names may have as they travel, and as they are mobilised. In the first treatise 
that invents a probable approach to intercultural studies, the figure of Genghis Khan 
functions as a metaphor; an unexpected name. He is the face without a body found. 
Nevertheless, he has several mausoleums, some destroyed in the Chinese Cultural 
Revolution, some rebuilt as cultural sites. These mausoleums house supposedly his 
spirit.  
Genghis Khan is the epitome of the foreign, multiplied. It is this particular 
foreigner that connects two continents together, that makes possible a sense of what 
East-West constitutes. And this constitution comes through conquest. The conquest, 
however, consists of a doubling – between annihilation and peace. What this figure of 
speech suggests in the approach towards Intercultural Theatre (in its making or its 
writing) is either a violent reconstitution of the task at hand (from a conventional 
presentation of a thesis dissertation to several theses on possible threads of 
investigation), or a peaceful agreement to be open to the assimilation of forms and 
signifieds (between literature, politics, ethics and history). My theses about 
Interculturalism, in a sense, are inter-. 
In a different sense, such an act of writing about hybrids is writing about 
nothing; an emptiness. Theses can be generalised by drawing dividing-lines, 
summarising or repelling against an opposing tendency. Or they can be neutral and 
offer insights into both sides of the coin, balancing controversies, discourses and 
stands without taking a definite stand; and that is its stand. It is then the practice of 
writing of a Gegenwart, against the illusionary backdrop of a future in which we 





sites and charting out rites of passage) into the present through intellectual and 
practical intervention; and in the case of Genghis Khan, build an empty tomb11 that 
houses more ideological tombstones. And this is already a lesson taught by Lenin and 
Althusser: it is a paradoxical game that consists of chess pieces in the banners of 
peace and annihilation and for the sake of rediscovery or re-conquest of empty new 
spaces. Thus, another anti-thesis is required here: 
Anti-thesis 2: The acts of naming, citing and writing, are in fact personal affairs, 
and yet they are highly dependent on the information made available by others 
and one’s own effort to discover them. It is in fact a strand out of many other 
names, citations and writings; a connection to different networks of disconnected 
information. 
 
My personal form of partisanship is derived from my readings of Lenin and 
Althusser, and Marx’s Theses on Feuerbach.12 And this partisan act is simple. I mis-
                                                             
11 To date, Genghis Khan’s body has not been found. His mausoleum is in fact, empty. I recall the 
essays of Jean-Franςois Lyotard, “The Tomb of the Intellectual” and Maurice Blanchot’s “Intellectuals 
under Scrutiny: An Outline for Thought.” Blanchot writes, “A tomb? Were they to find one, they 
would resemble the crusaders who, according to Hegel, set off to free Christ in his age-old sepulchre, 
knowing full well that, as their faith told them, it was empty, so that were they to succeed, all they 
would set free would be the sanctity of emptiness. Which is to say that, were they to find it, their task 
would not be over: it would just have begun, with the realization that it is only in the endless pursuit of 
works that worklessness is to be found.”  (Blanchot 206) I hope, however, that my work is not another 
‘endless pursuit of works’ that becomes unworthy of intellectual recognition. 
12 Here is the quote which I misquote out of context, “the chief defect of all previous materialism (that 
of Feuerbach included) is that things [Gegenstand], reality, sensuousness, are conceived only in the 
form of the object or of contemplation, but not as sensuous human activity, practice, not subjectively. 
Hence, in contradistinction to materialism, the active side was developed abstractly by idealism – which, 
of course, does not know real, sensuous activity as such. Feuerbach wants sensuous objects, really 
distinct from conceptual objects, but he does not conceive human activity itself as objective activity. In 
Das Wesen des Christenthums, he therefore regards the theoretical attitude as the only genuinely human 





write. I first mis-write by writing about Genghis Khan, or anyone I suppose to be 
relevant to the discourse. The Great Khan, who supposedly has nothing to do with 
performance studies and Intercultural Theatre, may somehow turn out to have 
everything to do with these subject-fields. And I do so, that I may demonstrate 
through writing, a cruelty that Antonin Artaud’s theatre of cruelty has taught me.  
 What sets the theses apart from a conventional thesis is its commitment to 
write an advent, a prologue or an introduction – of post-faces of travels, territories, 
routes and conquests – which perhaps is also a mis-advent. It is with this map of mis-
reading and mis-adventures that the theses offer not definitions but entry points into 
where the foreign surfaces, and hence, a reaction to this alterity – either as influences 
or rejections – since I can in no way participate in the actual witnessing of the 
adventures of the people I cite in this writing. Their simple actions were simply the 
movement from one place to another and their chance encounters within a specific 
time and space. And my simple action is my own writing (in my own time and space) 
of these movements and events - that which exposes/conceals the writer as the 
foreigner and his or her chance encounters - and this simple act is material. It erases 
chance as chance.   
 
 
                                                                                                                                                                              
 
does not grasp the significance of “revolutionary”, of “practical-critical”, activity.” (Marx 569) 
However, in a way, the quote is relevant here, since my theses attempt to negotiate the distinction 






At this point Kublai Khan interrupted him or imagined interrupting him, or Marco Polo 
imagined himself interrupted, with a question such as: “You advance always with your 
head turned back?” or “Is what you see always behind you?” or rather, “Does your 
journey take place only in the past?” 
All this so that Marco Polo could explain or imagine explaining or be imagined 
explaining or succeed finally in explaining to himself that what he sought was always 
something lying ahead, and even if it was a matter of the past it was a past that changed 
gradually as he advanced on his journey, because the traveler’s past changes according to 
the route he has followed: not the immediate past, that is, to which each day that goes by 
adds a day, but the more remote past. Arriving at each new city, the traveller finds again a 
past of his that he did not know he had: the foreignness of what you no longer are or no 
longer possess lies in wait for you in foreign, unpossessed places. (Calvino, Invisible 
Cities 28-29)  
The Sovereign or Guru sends his ambassador or student off to study his empire. The 
ambassador is now a traveller. The face of the traveller, with his particular features, 
returns with a voice and presents his stories to the Sovereign. The Sovereign has not 
physically travelled but has a sense of the extent of his empire.  
The traveller sees the signs of the foreign faces, without having discovered 
what lies beneath, concealed and hidden. He or she records the names, the images and 
the sounds that he or she thinks define them. At the same time, facing a honey-comb 
of a well-tuned machine, he or she discovers how these different elements fit into new 
places and stages, and how they are contrasted with the city from whence they came. 





(Milton) Singer, trained in philosophy but enamored later by anthropology, with 
Robert Redfield as his guru, went to India to do fieldwork with a set of hypotheses 
in mind derived from Redfield’s theories about the differences between Great and 
Little Traditions and the gradations of the urban-rural continuum. He soon found 
that “units of cogitation are not the units of observation” (Singer 70). All 
anthropologists discover this and it is the problem produced by this disparity 
which when met with undeterred zeal distinguished the vocational anthropologist 
from the mere manipulator of abstract anthropological findings. (Turner 22)  
These signs or faces, if we look at the surface, come together to look like a 
honeycomb in whose cells each of us can place the things we want to remember: 
names of famous men, virtues, numbers, classifications, dates, constellations, parts of 
speeches. Between each idea and each point of the itinerary, an affinity or a contrast, 
and a mis-adventure can occur. But a mis-adventure is not a wasted trip. It is another 
opportunity to remember in relation to the present that drags us along: 
This is an important point - rituals, dramas, and other performative genres are 
often orchestrations of media, not expressions in a single medium. Levi-Strauss 
and others have used the term “sensory codes” for the enlistment of each of the 
senses to develop a vocabulary and grammar founded on it to produce “messages” 
- for instance, different types of incense burned at different times in a performance 
communicate different meanings, gestures and facial expressions are assigned 
meanings with reference to emotions and ideas to be communicated, soft and loud 
sounds have conventional meaning, etc. … The “same” message in different media 
is really a set of subtly variant messages, each medium contributing its own 
generic message to the message conveyed through it. The result is something like a 
hall of mirrors - magic mirrors, each interpreting as well as reflecting the images 





Instead of regarding these mis-adventures as negative (and colonialist), the 
personal as foreigner encounters people and things that challenge the traveller into a 
performative reaction that may take on the form of a performance in hindsight ― 
writing an essay, a book or producing a performance event. These performances and 
movements are what an observer first encounters. Outside citations (from sources 
remote from the field) then prompt the observer to consider the effects and affects of 
such a performative constitution. In saying or doing, after the foreigner encounters an 
advent of another foreign (traditions, conventions, behaviour and performances), he or 
she re-constitutes what he or she has sensed through the body. He or she becomes the 
centre by way of his or her performative act: 
Under their gaze, to the rhythm of their steps, the images of the new world come 
into being and pass away. This is not simply because the foreigner comes to know 
the language or because experience disillusions his gaze. Lucidity only provides 
another way of drawing the landscape, of creating an agreement between its lines 
and shadows and the habits of belief. It is not because the aridity of stone and the 
cold of the tomb impose themselves where, before the flowers of the festive people 
and the happy future had been offered. It is also because the foreigner - the naïf, it 
will be said, he who is not yet informed - persists in the curiosity of his gaze, 
displaces his angle of vision, reworks the first way of putting together words and 
images, undoes the certainties of place, and thereby reawakens the power present 
in each of us to become a foreigner on the map of places and paths generally 
known as reality. Thus the foreigner loosens what he had bound together… … 
Thus diverge two paths: that of one who continues to recognise in the land he 
crosses the words and places of the book, and the path of one who takes back his 
words and figures, engraves the flower in the hardness of stone or in a poem, in the 





The above is close to Calvino’s conclusion on Polo’s conclusion to Kublai Khan: 
“The inferno of the living is not something that will be; if there is one, it is what is 
already here, the inferno where we live every day, that we form by being together. 
There are two ways to escape suffering it. The first is easy for many: accept the 
inferno and become such a part of it that you can no longer see it. The second is 
risky and demands constant vigilance and apprehension: seek and learn to 
recognise who and what, in the midst of the inferno, are not inferno, then make 
them endure, give them space.” (Invisible Cities 165) 
 
My performance of writing these proper names, however, reveals a third 
path ― one that is only revealed by the passage of time. The preceding texts and ideas 
of the living are “all equally already finished, finite: the infinite or the absolute will be 
presented in no determined figure. There will be other figures, but they will now be 
known for what they are: successive forms in passage, forms of passage itself, and 
forms born away by passage;” (Nancy, Hegel: The Restlessness of the Negative 8) of 
which I am one of the many other figures, who succeeds the previous and will be 
succeeded by the next.  
To illustrate such an act of succession:  
I shall examine Intercultural Theatre and its possible destinations, one of which is the 
concept of “liminality” or a limen: 
A limen, as the great French ethnologist and folklorist Arnold van Gennep has 
pointed out, is a “threshold,” and he uses the term to denote the central of three 
phases in what he called “rites of passage.” He looked at a wide variety of ritual 





tripartite processual form. Rituals separated specified members of a group from 
everyday life, placed them in a limbo that was not any place they were in before 
and not yet any place they would be in, then returned them, changed in some way, 
to mundane life. The second phase, marginality or liminality, is what interests us 
here, though, in a very cogent sense, the whole ritual process constitutes a 
threshold between secular living and sacred living. (Turner 25) 
The inherited style of synthesising processes and behaviours into thresholds 
and margins (thus, they can no longer be marginal but central) is apparent in Turner’s 
studies. He hoped “to scrutinise some isolable dramatic forms or movements,” 
proceeding to list a history of proper names, Aristotelian categories of tragedy, 
comedy and melodrama in the West, aesthetics of salvation and honour in the East, 
and Great and Little Traditions; urging his readers to study the dialectic between 
aesthetic dramatic processes and socio-cultural processes in a given place and time.13 
In other words, “worlds” have to be created to encompass the social and cultural of 
these world cultures. Such a “world” must have its foundation, its completion: a 
system. And this system will not reveal itself as a system explicitly. I shall thus 
reveal my system by virtue of another footnote.14 
                                                             
13 Please read Victor Turner’s Images and Reflections: Ritual, Drama, Carnival, Film, and Spectacle in 
Cultural Performance 25-26. 
14 “Now, just like the constative, it seems to me, the performative cannot avoid neutralizing, indeed 
annulling, the eventfulness of the event it is supposed to produce. A performative produces an event 
only by securing for itself, in the first-person singular or plural, in the present, and with the guarantee 
offered by conventions or legitimated fictions, the power that an ipseity gives itself to produce the 
event of which it speaks - the event that it neutralizes forthwith insofar as it appropriates for itself a 
calculable mastery over it. If an event worthy of this name is to arrive or happen, it must, beyond all 
mastery, affect a passivity. It must touch an exposed vulnerability, one without absolute immunity, 
without indemnity; it must touch this vulnerability in its finitude and in a nonhorizontal fashion, there 
where it is not yet or is already no longer possible to face or face up to the unforesability of the other.” 





Given such an emphasis on positioning dramatic processes and socio-cultural 
processes, it is reasonable that he should also examine Artaud’s position in the 
history of world performance as the liminoid. The following is Turner’s citation: 
 
The question, then, for the theatre, is to create a metaphysics of speech, gesture, 
and expression, in order to rescue it from its servitude to psychology, and “human 
interest…” (Artaud, The Theater and Its Double 90-91) 
 
Indeed, Artaud holds an important and unique position in the history of 
contemporary western theatre. But what is so unique about Artaud and his theatre ― 
an invisible theatre that was never materialised by him? Perhaps, his concept of 
cruelty may just be what is needed to furnish the discourse and support the arguments 
of my theses on Intercultural Theatre:  
This Cruelty is a matter of neither sadism nor bloodshed, at least not in 
any exclusive way.  
I do not systematically cultivate horror. The word “cruelty” must be taken 
in a broad sense, and not in the rapacious physical sense that it is customarily 
given. And I claim, in doing this, the right to break with the usual sense of 
language, to crack the armature once and for all, to get the iron collar off its neck, 
in short to return to the etymological origins of speech which, in midst of abstract 
concepts, always evoke a concrete element. 
One can very well imagine a pure cruelty, without bodily laceration. And 





mind, cruelty signifies rigor, implacable intention and decision, irreversible and 
absolute determination. (Artaud 101) 
Cruelty has not been superadded to my thought. It has been there all 
along, but I had to become conscious of it. I use the word cruelty in the cosmic 
sense of rigor, implacable necessity, in the Gnostic sense of the vortex of life 
which devours the shadows, in the sense of that pain outside of whose implacable 
necessity life could not go on. (Artaud, Antonin Artaud: Selected Writings 303)  
Cruelty is at the heart of things written here and to be written. 
Every account, narrative is a rupture, produced elsewhere, derived from; an upsurge 
in the course of the given. It is contingent upon chance encounters and the reaction to 
them. The narrative then takes up the form as (absolute) presentation. Presentation 
then is the inter-connection between the past and the future. By removing what a 
writer or a theorist sets out to remove from the past in the present, it repeats the 
removed in its removal. Whenever I refer to inter- in this text, I refer to a repetition 
of removal by way of a presentation. And my writing is such a presentation. 
(pause) 
So much for maps. 
 
0.5.1   Summary 
 
Everything that belongs to a whole constitutes an obstacle to this whole insofar as it is 






To summarise, the performative labelling such as liminiality, liminoid and in our 
case, Intercultural, suggests an act of synthesis and totalisation. And this is a trend in 
the study of cultural anthropology and its classifications, which situate objects of 
study in proper categories, even if they share elements from both ends of a 
conventional binary, for example, Sacred/Secular Drama or Aristotelian/Classical 
Drama and Brecht’s Epic Theatre. Next, the supposed hybridised object of study is 
understood to be sharing traits and elements that constitute its predecessors. As such, 
to extend the narrow spectrum of a dichotomy, it expands into a continuum, or a fan. 
To summarise, three diagrams borrowed from Turner and Schechner are needed for 
clarity of their presentations in the current presentation. 
Figure 115 
                                                             
15 Figures 1 and 2 are taken from Richard Schechner’s Performance Theory, “Introduction: The Fan 










                                                             
16 The third diagram appears in Schechner’s “Selective Inattention” in Performance Theory (215). He 
borrowed the infinity-loop diagram from Turner’s own essays that elaborate his theories of social 
drama: From Ritual to Theater, New York: Performing Arts Journal Press, 1982. (61-88); On the Edge 





The diagrams perform a curious case of expansion-contraction. While they 
open the possibility of defining certain performances and dramatic forms to specific 
and opposing categories, they also define and map these events and phenomena 
under strict (topographical) definitions of Performance and/or polarities that may or 
may not interact/fuse/merge. For example, Rituals as Liminal; a third space where 
rituals can be classified as a cross between the spiritual realm and the human realm. 
The common expression that “everything is a performance”, which really says 
nothing. I am tempted to argue that it is a disappointing concept. However, I shall 
hold back this thought and evaluate specifically the consequence of defining ‘Theater 
of Cruelty’ as a liminal form of theatre within a web of performances, rituals, 
Balinese dance and Western avant-garde theatre. To do so, I ask three questions: are 
these schemas known or recollected?  Are they experienced or are they presentations 
of what are experienced? Can they be known without contact with the objects of 
study?  
 
0.5.2 The Relapse or Rückfall that is Inter- is a Performative Act or simply a 
Presentation which proposes an Encounter 
 
There, I vow: as soon as possible to realize a plan envisaged for thirty years, to 
publish a logical system, as soon as possible to fulfil the system. As soon as this has 
appeared, generations to come will not even need to learn to write, because there will 






The collection of categories and classifications may lure a reader into believing in the 
Whole. And it is the presentation, or the moment of its encounter that produces the 
relapse. What is a relapse? To put it simply, it is to simplify.17 It is to backslide into a 
strict determination/definition encompassing enough to be general or even universal, 
but retains traces of the described/theorised event (e.g. Shamanistic performances). It 
swallows up the former and re-determines itself in a structural whole. It relies on the 
source even if it corrupts and contradicts it. Disappointment? Not at all. A relapse is 
contingent to its performance. Each time a relapse occurs, it actualises the whole in a 
new performance. Or as Alain Badiou puts it, “It is the same A twice named, twice 
placed. This will more than suffice for them to corrupt one another.” (Theory of the 
Subject 6) A will be the Absolute Whole and ‘twice’ will be its presentation.  This 
same observation also led Simon Critchley to claim that philosophy begins in 
disappointment (1), which seems to me to be unproductive thought, or rather 
productive within its defined boundaries. Where human interest limits the system of 
knowing and reappears as disappointments with one’s predecessors, there is always 
the indefinite return to or recurrence of the ancient dichotomies by way of cruelty 
(corruption for Badiou). In that case, I am also supposed to be disappointed in 
Artaud’s metaphysics and Turner’s (and Schechner’s) anthropological accounts. I am, 
however, not. My interest in the field, reduced to an archipelago of citations, is to 
refute such an idea of disappointment. It is to suggest something else in the negative 
art (presentation) of grappling with dichotomies, oppositions and binaries. For 
                                                             
17 To classify a supposed hybridized object of study as ‘Intercultural’ is such an act of simplification. It 
is to settle for a positive act of fusion and not a negative act of fission. In either case, they both produce 
a new source of energy - and that is what we should be more concerned with: What is this new energy? 





example, Jean-Luc Nancy reminds us that to read Hegel, or to simply to do 
philosophy and dialectics, it means to be available to receive a gift: “sense never 
being given nor readily available, it is a matter of making oneself available for it, and 
this availability is called freedom” (Nancy, Restlessness 7). Seizing and entangling 
several names and examples at the same time, this will be the modus operandi of my 
text, which in turn should give rise to a double reading and a double writing. And I 
call this act of doubling ― Performing. 
In Dissemination, Jacques Derrida claims that the structure of double mark 
(another presentation of the same same but different Hegelian logic) works the entire 
field of theory.  
“No concept, no name, no signifier can escape this structure. We will  try to determine 
the law which compels us (by way of example and taking into account a general 
remodelling of theoretical discourse which has recently been rearticulating the fields 
of philosophy, science, literature, etc.) to apply the name “writing” to that which 
critiques, deconstructs, wrenches apart the traditional, hierarchical opposition between 
writing and speech, between writing and the (idealist, spiritualist, phonocentrists: first 
and foremost logocentric) system of all of what is customarily opposed to writing; to 
apply the name “work” or “practice” to that which disorganizes the philosophical 
opposition praxis/theoria and can no longer be sublated according to the process of 
Hegelian negativity…” (4) 
 
Derrida’s performance, his performing, or the performativity of his signature 





makes possible the many post-performances of his performances. 18  He is by no 
means the first to do so and will not be the last. To begin the question of the 
performative recurring in texts and figures, I return to a classical performance text 
and show how ancient these doubles are by citing B. Jowett, who translates the texts 
of Plato, who cites Socrates: 
Soc. And that is the line which the learned call the diagonal. And if this is the proper name, 
then you, Meno's slave, are prepared to affirm that the double space is the square of the 
diagonal?  
Boy. Certainly, Socrates.  
Soc. What do you say of him, Meno? Were not all these answers given out of his own head?  
Men. Yes, they were all his own.  
Soc. And yet, as we were just now saying, he did not know?  
Men. True.  
Soc. But still he had in him those notions of his-had he not?  
Men. Yes.  
Soc. Then he who does not know may still have true notions of that which he does not know?  
Men. He has.  
Soc. And at present these notions have just been stirred up in him, as in a dream; but if he 
were frequently asked the same questions, in different forms, he would know as well as 
anyone at last?  
Men. I dare say.  
Soc. Without any one teaching him he will recover his knowledge for himself, if he is only 
asked questions?  
Men. Yes.  
                                                             
18 His performances consist of the specificity of the context, his addressees,  the signature of his writing, 
the grain of his voice, the play of word puns, the structure of his texts, all his prefaces of prefaces, his 
French, the mediation of the texts he quotes, his live audience, his future reader, the written publication 
of his essays/lectures and his public persona, his paths and counter-paths, his travel narratives, his spur 





Soc. And this spontaneous recovery of knowledge in him is recollection?  
Men. True.  
Soc. And this knowledge which he now has must he not either have acquired or always 
possessed?  
Men. Yes.  
Soc. But if he always possessed this knowledge he would always have known; or if he has 
acquired the knowledge he could not have acquired it in this life, unless he has been taught 
geometry; for he may be made to do the same with all geometry and every other branch of 
knowledge. Now, has anyone ever taught him all this? You must know about him, if, as you 
say, he was born and bred in your house.  
Men. And I am certain that no one ever did teach him.  
Soc. And yet he has the knowledge?  
Men. The fact, Socrates, is undeniable.  
Soc. But if he did not acquire the knowledge in this life, then he must have had and learned it 
at some other time?  
Men. Clearly he must.  
Soc. Which must have been the time when he was not a man?  
Men. Yes.  
Soc. And if there have been always true thoughts in him, both at the time when he was and 
was not a man, which only need to be awakened into knowledge by putting questions to him, 
his soul must have always possessed this knowledge, for he always either was or was not a 
man?  
Men. Obviously.  
Soc. And if the truth of all things always existed in the soul, then the soul is immortal. 
Wherefore be of good cheer, and try to recollect what you do not know, or rather what you 
do not remember.  
Men. I feel, somehow, that I like what you are saying.  
Soc. And I, Meno, like what I am saying. Some things I have said of which I am not 





we ought to enquire, than we should have been if we indulged in the idle fancy that there was 
no knowing and no use in seeking to know what we do not know; - that is a theme upon 
which I am ready to fight, in word and deed, to the utmost of my power. (Plato 75-76)  
 
“I like what you are saying” ― that is the premise.  It is a question of how something 
is said and/or written (to be liked or not liked). The freedom to write or say is 
extremely demanding. Far from disappointing either the author or the reader, at the 
heart of the performance of writing and reading is the performative aspect ― how to 
do it convincingly and not be able to resist doing it. And this often involves writing 
and reading back, interpreting the presentation. Whether I like it or not, in writing 
any thesis, I am given the freedom to respond to a predecessor’s signature and signed 
text. And I have chosen Antonin Artaud as the predecessor, one who I suspect to be 
one of the predecessors of contemporary Intercultural Theatre. Artaud demands me 
to be cruel to Artaud’s Theater of Cruelty (and others). To write back is to be 
involved in a dialogue that is more complex and demanding than a Buberian dialogue. 
And I shall leave it to my dialogue with Artaud to illustrate the difficulties involved 
in naming, communicating and performing. I write. And I take my chance. 
Therefore, please suspend your expectation of reading a thesis dissertation 
with clear definitions and arguments but partake in my performance of critique ― 
both the general act of writing a thesis (on Intercultural Theatre) and my personal and 





0.6 To Mis-Send Begins the Misadventure 
 
But then you came, Chance, with your petty felonious ambition, and destroyed my 
only chance. So I took you - the murderer -- and transformed you into my worst 
weapon.  -- Barlach to Chance (Dürrenmatt, The Inspector Barlach mysteries: The 
Judge and his Hangman and Suspicion) 
 
Dear reader,  
To write a thesis is to write a letter to you or to map pathways for you to thread on. 
Apart from writing to you, I also wish to send a letter to Antonin Artaud. But where is 
Artaud? You, I can be certain of your whereabouts, as long as you tell me that you 
read my thesis. But Artaud? Certainly not in a copy of Theater and its Double. Nor is 
he outside the archive, in a biographical reality of which we know little. Perhaps, the 
persons of Artaud “stand on the threshold of the text in which they are put into play, 
or, rather, their absence, their eternal turning away, is marked on the outer edge of the 
archive of the archive, like the gesture that has both rendered it possible and exceeded 
and nullified its intention.” (Agamben 67)  
That still does not point to me where Artaud is. This challenges me. I first 
assumed that Artaud could be encountered in his own texts, since I cannot meet him 
in person. By definition, I occupy the other spectrum, as a subject who experiences 
and thinks the feelings and thoughts while reading the feelings and thoughts of the 





to be translated for the reader to occupy the empty place left by the author.19 Hence, I 
encounter his language and his French, put myself through an English translation, and 
finally encounter an aporia. The aporia of Artaud’s text on the Theater of Cruelty is 
that it is written. It is written precisely in a medium his form of theatre must not solely 
rely on, but he had relied on to convey his messages and his letters. Consider this:  
“That is to say: instead of continuing to rely upon texts considered definitive and 
sacred, it is essential to put an end to the subjugation of the theater to the text, and 
to recover the notion of a kind of unique language half-way between gesture and 
thought. (89) 
What is this unique language? And how does one make use of its symbolism 
and interconnections in relation to all organs and on all levels? By an altogether 
Oriental means of expression (91), can this objective and concrete language of the 
theatre fascinate and ensnare the organs?  
We must speak now about the uniquely material side of this language and 
includes the ways and means it has of acting upon the sensibility. We - Artaud and his 
readers - are implicated in a manifesto of violence and cruelty. We have to be cruel to 
the Occidental usages of speech and turn it into incantation. And who do we summon 
if not the author-god? Do we summon words, sounds, cries, lights, onomatopoeia, and 
veritable hieroglyphs, with the help of characters and objects? Here and there, I 
                                                             
19  There is another example to illustrate what the dialectic of author-function and author-subject 
produces. The example is Samuel Beckett, who insists on translating most of his French texts into 
English. I suppose that Irish-English is his native first language and French is his adopted language. 
However, the English translations are often freely translated by Beckett, which in translation offer 
alternate nuances and meanings. For examples of his self-translations, please read Ruby Cohn’s 
“Samuel Beckett Self Translator” in PMLA, Vol. 76, No. 5 (Dec., 1961), pp. 613-621. With samples 
from Beckett’s Murphy, translated from English to French, Cohn shows how a colloquial and vulgar 





constantly encounter limits and aporias that I cannot avoid and escape. Hence, I shall 
have to be very orthodox in my approach to continue my search for Artaud. I mime, in 
the same mimetic way that HUMOR-AS-DESTRUCTION (91) can serve to reconcile 
the corrosive nature of laughter to the habits of reason. In my case, it serves to 
reconcile the corrosive nature of the author-function to the author-subject; reader-
function to the reader-subject; French-English and English-French; and other 
languages.  
Despite the acknowledgement that I will soon mime Artaud’s writing style in 
my theses, the author Artaud I mime is not Artaud. The trouble is that many authors 
play a part in collecting Artaud’s reviews, letters and manifestos that form the book 
Theater and its Double.20 But it has a nice ring to it ― its Double; perhaps, the double 
of author-function and author-subject. Artaud is more than the author of The Theater 
and its Double. And one of the many Artauds who saw Balinese Theatre at the Paris 
Colonial Exposition is more than a viewer of Balinese Theatre at the Paris Colonial 
Exposition. In what ways are they more? The Balinese art forms were probably hyper-
real - a simulacrum of a Balinese village and a temple. With such a partial copy of 
Balinese theatre on the outskirts of Paris, the curious case of Artaud seeing Balinese 
Theatre becomes a comedy.  
“What is in fact curious about all these gestures, these angular and abruptly 
abandoned attitudes, these syncopated modulations formed at the back of the 
throat, these musical phrases that break off short, these flights of elytra, these 
rustling of branches, these sounds of hollow drums, these robot squeaking, these 
                                                             
20 Other significant authors include Jean Paulhan and Gaston Gallimard, who published the collection 





dances of animated manikins, is this: that through the labyrinth of their gestures, 
attitudes, and sudden cries, through the gyrations and turns which leave no portion 
of the stage space unutilized, the sense of a new physical language, based upon 
signs and no longer upon words, is liberated. These actors with their geometric 
robes seem to be animated hieroglyphs. It is not just the shape of their robes which, 
displacing the axis of the human figure, create beside the dress of these warriors in 
a state of trance and perpetual war a kind of second, symbolic dress and thus 
inspire an intellectual idea, or which merely connect, by all the intersections of 
their lines, with all the intersections of perspective in space… No, these spiritual 
signs have a precise meaning which strikes us only intuitively but with enough 
violence to make useless any translation into logical discursive language. And for 
the lovers of realism at all costs, who might find exhausting these perpetual 
allusions to secret attitudes inaccessible to thought, there remains the eminently 
realistic play of the double who is terrified by the apparitions from beyond. In this 
double -- trembling, yelping childishly, these heels striking the ground in cadences 
that follow the very automatism of the liberated unconscious, this momentary 
concealment behind his own reality -- there is a description of fear valid in every 
latitude, an indication that in the human as well as the superhuman the Orientals 
are more than a match for us in matters of reality. (54)  
The intersections happen in perpetual simulation. They are more than a match 
for us in matters of reality. It is more real than real. In this curious mis-observation of 
Balinese Theater, the reader reads the description of mechanical forms repeating 
animatedly the human figure. What Artaud saw, however seductive the forms were in 
presentation, were really simulations. And to be more precise, the imitation of the real 
provided Artaud with the visual field of a mockery; a mimetic spectacle that 
surrounded the Europeans of what they had no means of access to other than its 





Occidental and the Oriental. In reviewing a simulated intercultural practice, the review 
is a priori always going to be a mis-watching and a mis-writing. When an export from 
the East travels to the Far West to perform (and vice versa), taken out of its specific 
context, it can do no more but participate in a simulation. It should not be expected to 
be a truthful piece of a form of Theatre. 
Just as Artaud could not find Bali in such a simulacrum, or think that it is a 
mere colonial fascination, I am equally fascinated that I cannot find Artuad’s Bali. It 
becomes a parody. And why is it a parody? The parody is inherent in Artaud’s writing 
and is suggested by his modest knowledge of Balinese dance. A definition of parody 
is needed here to substantiate my reading of Artaud’s text as parody. The definition is 
an ancient one, though cited from a more recent writing: “in Greek music, in fact, 
melody was originally supposed to correspond to the rhythm of speech. In the case of 
the recitation of the Homeric poems, when this traditional link is broken and the 
rhapsodies begin to introduce discordant melodies, it is said that they are singing para 
ten odén, against (or beside) the song. Aristotle informs us that the first to introduce 
parody to rhapsody in this sense was Hegemon of Thasos.” (Agamben 39) In other 
words, the imitation of a structure with a difference creates the humour, the parody. 
It is the double that introduces the parody to rhapsody; the Oriental to the 
Occidental. And we know that music plays an important part in his theatre of Cruelty, 
without the actual composition of such music. What could this music be? Beside the 
song - the song that Artaud heard repeatedly as silent voices in the text of On the 
Balinese Theater - there are also combinations of dance, song, and pantomime. Also, 
he often resorts to Aristotelian or Western definitions to define these elements, fused 





“situations are only a pretext.” He notes, as well that the little plays which composed 
the spectacle he saw outside Paris, begins with an entrance of phantoms, in spectral 
aspect and are seen in that hallucinatory perspective, which is again a double, a 
material Balinese body that performs the immaterial phantom. Inherent in the text is 
the constant repetition of his dialectics or doubling which would later inform his 
manifestos. It is then no surprise that in order for him to write his supposed anti-
Occident Theater of Cruelty, his text must embody the same Occidental descriptors, 
labels and themes of “SPECTACLE”, “The MISE EN SCENE”, “THE LANGUAGE 
OF THE STAGE”, “MUSCIAL INSTRUMENTS”, “LIGHTS, LIGHTING”, 
“COSTUMES”, “THE STAGE”, “OBJECTS-MASKS-ACCESSORIES”, “THE 
SET”, “IMMEDIACY”, “WORKS”, “SPECTACLE” (again), “THE ACTOR”, “THE 
INTERPRETATION”, “THE CINEMA(!)”, “THE PUBLIC”, and “THE 
PROGRAM”.  
It is parody that is at the heart of the doubling, of presentation. And life and 
death must accompany and follow a simulation or ghosting of the theatrical form at 
the Paris Colonial Exposition. Clearly such parody is not lost to some scholars in such 
a Colonial Exposition, as Nicola Savarese and Richard Fowler describe,  
 
“The exhibition organizers, in order to attract and entertain visitors to the pavilions 
of the various participating nations, followed the well-established practice 
common to all international exhibitions at that time: they offered the public 
performances whose exotic qualities, as well as their ability to elicit dis-tant and 
unreachable worlds, were essential parts of their appeal. In addition, in order to 





due to the existence of Europe's colonies, the performances and festivals presented 
during a colonial exhibition had to create for its visitors the illusion of a voyage 
overseas (see Ageron 1984; Hodeir and Pierre 1991; Celik and Kinney 1990).  
The organizers of the "193I Exposition Internationale Coloniale de Paris" therefore 
offered an un-precedented series of performances, festivals, parades, processions, 
and "colonial entertainment" of every imaginable kind. It was the most ambitious 
program ever presented in similar circumstances. The Balinese dancers, appearing 
for the first time in the Occident, were placed on display along with other Asian, 
Afri-can, and Polynesian artists, in the ostentatious context of an exotic 
amusement park.” (54) 
Beyond just the description of such blatant imperialistic visions, there is an 
attack from Artaud. Artaud’s extraordinary interpretation of Balinese Theater reveals 
a scandalous reading, a reading that relied on nine sketches and snippets of Balinese 
Theater imported by Dutch colonists. Perhaps, the manifestos and reviews reveal a 
non-existent form of theatre to be materialised. It is the written embodiment of the 
tensions of Life and Death, the cruelty inherent in human psychology and interest 
itself, namely conquest and tyranny, most of which are revealed to us as dreams, 
which is his favourite theme. Perhaps, at the heart of such a reading of Artaud is really 
the necessity of materialising words spoken in dreams, which are to remain as 
inaudible speeches, as simulation and as parody. Indeed, there is something 
magical/grotesque in this alchemy of doubles, which tempts us to read Artaud again 
and again, painfully and playfully - often producing future possibilities. To read 
Artaud is to read life, as Derrida once wrote. Another lesson must be learned before 
proceeding with the rest of the thesis: writing is ultimately cruel but necessary and 






“It is in the light of magic and sorcery that the mise-en-scène must be considered, not as 
the reflection of a written text, the mere projection of physical doubles that is derived 
from the written work, but as the burning projection of all the objective consequences of a 
gesture, word, sound, music, and their combinations. This active projection can be made 
only upon the stage and its consequences found in the presence of and upon the stage; and 
the author who uses written words only has nothing to do with the theater and must give 
way to specialists in its objective and animated sorcery.” (73) 
 
I cannot find Artaud in the theatre. (Film perhaps) 









0.7 A Game of Cruelty 
 
The preceding exercise presents something ― there is a method to Artaud’s alchemy 
and a method to create an Intercultural Theatre discourse. And in the following 
chapters, I shall attempt to demonstrate that method before concluding what that 
method is and the justification for such a method. Hence, to facilitate the re-
presentation of my discourse, the order of this new beginning and ending is as 
followed: 
1. A preface 
2. Histories 
3. Bodies 
4. Plainly state the story 
5. Something to do with Intercultural Theatre 
6. Maps 
7. which includes quotations, citations, proper names, etymologies, 









0.7.1 Chance Encounters 
 
KUBLAI: I do not know when you have had time to visit all the countries you 
describe to me. It seems to me you have never moved from this garden.  (Calvino 103) 
 
In the following chapters, the two theses and two anti-theses presented earlier will be 
examined in the form of a performance of writing. Also, to further facilitate your 
renewed experience, the following itinerary21 lists the various proper names, dates and 
places we will be visiting. The names/brackets/chapters shall contain the information 
to complete the main task of writing a dissertation: 
1. Genghis Khan and His Ambassadors 
2. Hegel and Stanislavski; Zarrilli and India 
3. Miln’s Company in AUSTRALIA and the FAR EAST in 19th Century  
4. Eugenio Barba in NORWAY and POLAND 
5. Mei Lanfang to TOKYO, RUSSIA and AMERICA; Wu-Hsing-Kuo 
6. XML and the Internet 
                                                             
21 It is also crucial that I point out my own subjective relation to the above names. I am a Singaporean, 
and Singapore is where I can be mapped topologically. And yet, the above names must be revisited a-
topologically. I must locate them in spaces other than their specific locations, and instead participate in 
my own contingent events that allowed me to know the ‘places’ of information. This search for names, 
done without my actual, physical and temporal displacement from Singapore, shows up a crucial aspect 
of thesis writing that we are blind to - and that is the act of time and space travel. Sometimes, we 
conveniently ignore that. Allow then my indulgence to tap on the multi-culturality and multi-linguality 
that is this melting pot or grill mesh of a nation - I am always reinventing myself to situate in the grand 





Let us also learn to doubt this itinerary (of geographies and signatures). There will 
still be room for doubt -- whether anyone could be brought closer to their travel 
experiences written in these theses and other theses by means of prefaces. It seems to 
be written in the language of the wind that thaws ice and snow: high spirits, unrest, 
contradiction, and April weather are present in it… (Nietzsche, The Gay Science 32) 
and one is instantly reminded, if possible of Nietzsche.22 And towards new seas, that 
way is my will, I trust a ship to carry us, while my name reminds me that I should be 
free, as a bird. And you, my passenger and my guest, know not yet where we will end 
up - that is the beauty of the unknown; that is the beauty of the unfinished 
book/play/life.23 Mein Glück!24 Dein Glück!25 
                                                             
22 When one reads Artaud and Nietzsche alongside each other, one is immediately reminded of how 
uncanny the resemblance is. Consider this: “The truth of life lies in the impulsiveness of matter. Man’s 
mind is in disorder in the midst of concepts. Do not expect man to be content, just expect him to remain 
calm, to believe he has found his rightful place. For only Madmen are really calm. (Artaud, Antonin 
Artaud: Collected Works 168) However, I am certainly not the first to notice this similarity, possible 
only after if we read them side by side.  “Here the madman fell silent and looked again at his listeners; 
and they, too, were silent and stared at him in astonishment. At last he threw his lantern on the ground, 
and it broke into pieces and went out. "I have come too early," he said then; "my time is not yet. This 
tremendous event is still on its way, still wandering; it has not yet reached the ears of men. Lightning 
and thunder require time; the light of the stars requires time; deeds, though done, still require time to be 
seen and heard. This deed is still more distant from them than most distant stars---and yet they have 
done it themselves. It has been related further that on the same day the madman forced his way into 
several churches and there struck up his requiem aeternam deo. Led out and called to account, he is 
said always to have replied nothing but: "What after all are these churches now if they are not the 
tombs and sepulchers of God?" (Nietzsche 82) Then read Derrida’s footnote 31 in La Parole Soufflée - 
And we know then the fundamental place to look for difference is “the place to specify it” (Derrida, 
Writing and Difference 422), its destination, which in this case, Derrida’s own presentation of the 
resemblance that informed him of the difference. 
23 To be more precise, this refers more closely to the possibility that a reader may not have finished a 
book and yet publishes a review or essay on the book; the same applies to a theatre critic, who having 
only watched one performance out of the whole run of a production, relies then not on an actual full 
production, but some external knowledge to reflect on it; or the tourist who visits an unknown place, 
and yet he is able to pretend that he understands and participates, within a few days, the toured place, 
its history, its culture and its food. That said, we must agree between you, my reader, and I, the writer 






Etymologies of Khan 
 
Činggis Qa’an (w.f. Činggis Qaγan) is the appellation of the conqueror in the later Mongol 
tradition; the one assumed by, or rather conferred on Temüǰin and by which he was known in 
his lifetime was Činggis Qan. (Rachewiltz 222)  
 
“Intervocalic hiatus in thirteenth-century Mongolian transcriptions of Turkish 
loan words such as bağatur to ba’atur and kağan to ğa:n (ka:n) corresponds to a 
fricative -ğ- in Turkish, and the possibility cannot be excluded that intervocalic 
fricative -ğ- was such a difficult word for the Mongols in China in thirteenth-century 
to pronounce that they replaced it by an intervocalic hiatus” (Clauson 197). In certain 
circumstances, and in particular in the groups a’a ( < aγa), a’u/ e’ü) and ü’ü ( < ügü), 
the introduction by transcribers in China, western Asia and the Near East of an -h- or 
a -w- (-v-) is merely a device to ‘bridge’ the hiatus created by the disappearance of the 
intervocalic velar stops -γ-/-g-, hence qahan = qa’an, bahadur = ba’adur…(The Secret 
History of the Mongols 222-223) 
                                                                                                                                                                              
 
24 Mein Glück: my luck in finding authors, quotes and citations as I perform my writing, and putting 
them side by side (perhaps in conversation) and within the body of my text. 
25 Dein Glück: your luck in making your own sense of the words, and finding your own journeys, 





The disappearance of sounds of -h-/-γ-/-g- suggests to us a primary feature of 
our common ability to get around linguistic difference. As it turns out, our tongues are 
apparently different and perhaps lazy. It could be said then that the incompatibility of 
languages allows then both the adoptions of loan words from elsewhere as well as the 
multiplication of a proper name into variants of the same. In this case, we find then 
the awkward silences that occur between the various spellings of Temüǰin’s official 
title and what is now the commonly accepted proper name of Genghis Khan. We 
simply cannot pronounce every variation. However, we should still appreciate the 
efforts of (Chinese) transcribers to make possible the translation from one language to 
another. 
These are important considerations. In replacement of the elusive tomb and the 
bones of the Khan, we find then the need to retain the proper name and more so at a 
global scale. Countless books are written on the proper names even if the body 
remains missing and many questions left unanswered. The question to ask here, 
nonetheless, is: which name?  
The court stamps bearing his signature have survived him. The Chinese 
writing 成吉思汗, instead of Mongolian characters presents us with a dilemma - was 
it his actual handwriting? Nevertheless, the copy of his signature, affirms the proper 
title that over-writes his given name. The titles Khan, Qa’an, and Qahan are now his 
names. 
We need not necessarily worry about the spellings and the pronunciations of 
his name, since every foreign tongue imposes a sound and a spelling to accommodate 





we find always representations of the names. It is easy to expose the multiple 
possibilities of speaking his name, once a reader with only his or her own tongue to 
use, speaks or reads in a voice of his or her own that he or she listens to with their ears. 
Names aside, it is more necessary in this case to exploit Temüǰin’s name for the 
purposes of the first thesis:  
A proper name translated into a particular linguistic presentation in speech and 
writing has revealed a difficulty - a positive one nevertheless - which is a 
disruption of presence in a mark or in this case, the signature of the name. We 
should be clear that each rendering of the proper name expects an intended audience 
(even if the audience is the reader and translator alone) and the capability of the 
transcriber or translator to search for the single word to distinguish itself from the 
source and production of the utterance or signature. 
Such is the difficulty of an East-West divide. And that is the first cruelty 
described here: the multiplication of a single source - the person. (But note that the 
person in our example here inherited the name from his forefathers as the proper name 
given to the ruler of the tribes.) Purity is impossible. In order to be readable and 
repeatable, the signature is detached from the first utterance and signed presence to 
the stamp, the seal, the writing that makes it possible for the future audience to read 
and speak. Hence, the transcriber or translator, whether consciously or not, can 
corrupt the identity: 
A friend has related how during the reign of Qa’an they were hunting one winter 
in this fashion and Qa’an, in order to view the scene, had seated himself upon a 





In the footnote, Qa’an refers to Ögedei (Ögetei), the second son and first 
successor of Chingiz-Khan, where the translator suggests that Qa’an was the 
posthumous title of Ögedei. Besides the obvious confusion that arises from translation, 
I take this opportunity to suggest another theme in my theses - that of parental 
offspring and inheritance of a proper name.  
Derrida tells us, “We are witnessing not an end of writing that would 
restore…a transparency or an immediacy to social relations; but rather the 
increasingly powerful historical expansion of a general writing, of which the system 
of speech, consciousness, meaning, presence, truth, etc., would be only an effect and 
should be analysed as such” (Derrida, Limited Inc 20). The first thesis, which informs 
the rest of the theses, analyses only the effects. Of course, the confusion is naturally 
cleared when we read further and extensively to know that Chingiz-Khan, Genghis 
Khan, Cinggis Q’an all refer to the same person, at least, technically. This, however, 
does not resolve the fact that any account is only a written representation of his 
history and his conquest.  
The case in point, and should be remembered throughout, is the effects of a 
chain of signatures, proper names and titles, crossing from one place and time to 
another by virtue of translation. For Ala-ad-Din ‘Ata-Malik Juvaini1 to express his 
opinion of the conquests and invasions of his Muslims people, he must ironically be 
well-versed in Mongolian, which he adds “is in the present age, the essence of 
learning and proficiency.” (II, 260; ii, 523) Juvaini embodies the difficulty - between 
                                                             





the cruelty of the Mongolian invaders and the necessary divine will to punish his 
people’s disobedience to Allah. This cruelty is seen to him as a miracle:  
And can there be a greater miracle than that after six hundred odd years the 
fulfilment of the tradition: ‘The earth was allotted to me and I was shown the East 
and the West thereof; and the kingdom of my people shall reach what was allotted 
to me thereof’ should come to pass in the appearance of a strange army? (15) 
This serves as a warning. Although we are writing and reading about bodies 
that actually lived to experience the historical events, in order to preserve the accounts 
and to allow the future reader to know, the corruption of texts and names is necessary. 
They are ambassadors to us, even if they should only show us a sample of a culture, a 
history and more bodies that did not live to tell us their stories. 
There is a second lesson to be learnt here.  
It is the yasa and custom of the Mongols that whoever yields and submits to them 
is safe and free from the terror and disgrace of their severity. Moreover, they 
oppose no faith or religion - how can one speak of opposition? - rather they 
encourage them the proof of which assertion is the saying of Mohammed (upon 
whom be peace!) : ‘Verily, God shall assert this religion through a people that 
have no share of good fortune.’ (15) 
The Mongolian conquest policy presented the West with a double bind with an 
inevitable outcome - invasion. The choice is straightforward: between total 
annihilation and peaceful submission. Vis-à-vis the foreign, the foreign invader 
marches on by clearing the path, annexing cities and through massacres. At the same 





systems and new routes, connecting impassable borders and boundaries, from the East 
to the West, and along the Silk Road. Thus, an empire is born. Thus, two separate 
continents are brought together by virtue of a conquest. And that is also Juvaini’s 
opposite argument against the Russians. Whereas, the humiliation of the Europeans is 
never forgotten, Juvaini reminds us that for Islam to reach the far end of the East, it 
had to do so by crossing piles of dead corpses.  
What more shall I say? 
From the above task, the definition of Miβgeshick, or the title of the thesis is 
suggested by the duality of the Great Khan’s military strategy - total annihilation of a 
city or peaceful submission to Mongolian rule.  It has a double meaning: 
1. Translated from German, it means a mishap, a misfortune, a misadventure, an 
accident or attack. This suggests a negative definition, a result of bad luck or 
unfortunate arrangement - which is usually a reaction to an unexpected change 
of event that is negative to the person involved. 
2. In positive terms, a Miβgeshick is literally translated into Miss (English) and 
Sent (German); a combination of two that results in a mis-purloined 
letter/message. One should not always resent a mis-translation of a message. 
After all, the effect of the Khan’s translated Mongolian to the language of his 
conquered lands is clear: Surrender and you will be left alone; Resist and face 
Annihilation. A mis-adventure, or an adventure that differs from the original 
itinerary, may turn out to be beneficial to the adventurer and produces an 
effect and affect that goes on to become something else. That ‘something else’ 





Last, to re-learn and un-learn the lessons in Theatre of Cruelty from a remote 
source is truly astonishing. Then again, Artaud’s manifestoes suggest a conquest of 
Mexico as Theatre of Cruelty’s first staging. Along with Artaud, we shall refurnish 







Ambassadors - Toss the Coin of Chance 
 
Originality. - What is originality? To see something that has no name as yet and 
hence cannot be mentioned although it stares us all in the face. The way men 
usually are, it takes a name to make something visible for them. Those with 
originality have for the most part also assigned names. (Nietzsche, Gay Science 
218) 
 
In Hegel’s Lectures to The Philosophy of History, he assigned Europe as the West 
and Asia as East: 
“Asia is, characteristically, the Orient quarter of the globe - the region of origination. It is 
indeed a Western world for America; but as Europe presents on the whole, the centre and 
end of the old world, and is absolutely the West - so Asia is absolutely the East.” (G. W. 
Hegel 99)  
Hegel’s originality in his philosophy is the notion that the whole world will “offer 
itself to him to be unmasked, it can do no other, it will writhe before him in ecstasy,” 
something that Kafka later expressed by leaving his home to recuperate in Zürau 
(Kafka 108). To Hegel, it was not necessary to leave his home - History and the Spirit 
came to him in his solitude, and, perhaps, in his dreams. And in his Philosophy of 
History, Asia came to him from the East, Hegel being the centre. The centre had to 
then depart from his home to publish his work. Nevertheless, to reduce Hegel’s 





of writing his books, there are active agents that affirm him as the author. The 
following Beispiel (Example/with play) presents and illustrates the roles of these 
agents and its effects on the author. 
In a letter to Schelling, Hegel promises to send him a copy of The 
Phenomenology of Spirit or The Phenomenology of Mind. He also asks indulgence for 
the unsatisfactory nature of the last parts of the work and that the “composition of the 
book was concluded at midnight before the battle of Jena” (G. W. Hegel xvii). The 
real explanation for the unsatisfactory work is more logical than his exaggeration and 
of a historical fact that has little to do with his personal setback.  
Hegel had made an arrangement with his publisher to send his manuscript in 
instalments, with each payment to be made after a half of the manuscript. When Hegel 
had sent what he believed to be half the manuscript, the publisher was not convinced 
that it was and refused the first payment. Hegel, being much in need of the money, 
appealed to his friend Niethammer, and asked him to convince the publisher to 
forward the money. Acting as Hegel’s ambassador, a new contract was made, 
whereby Niethammer agreed to compensate the publisher should Hegel fail to send 
the second instalment of his manuscript by October 18, 1806. By great effort, Hegel 
managed to send off large instalments on the 8th and on 10th of October, with the last 
instalment by the 13th. Meanwhile, Napoleon’s hostilities with Prussia were declared 
from Bamberg, the place of publication, on the 7th. Given the circumstances of the 
spirit of Hegel’s time, the desperation to complete the manuscript, news of war on 
horseback, his reputation at stake, and the flight of time that would implicate his 
friend further, Hegel’s Phenomenology of the Mind/Spirit “was concluded at midnight 





This Mißgeschick forms the partial affirmation of Hegel’s exaggerated notion 
that “the composition of the book was concluded at midnight before the battle of 
Jena.” There is one absolute Hegel working through all and animating the various 
minds, bodies and spirits concerned. As such, even the unfolding of the battle of Jena 
could have a direct bearing on Hegel’s delivery of the final text, since Hegel was 
probably fearful of losing his manuscript during its delivery in times of war. Apart 
from the given circumstances that impeded Hegel’s being, adapting the concepts of 
Konstantin Stanislavski, the inner creative mind should have the appropriate inner 
stimulus to help the being craft the character of an artist, or in Hegel’s case, 
philosopher-author. Interestingly, Stanislavski and Hegel reach the similar 
supplementary conclusions to the means of being aware of oneself: 
Hegel:  the being of mind is its act, and its act is to be aware of itself. (G. W. Hegel 
xxvii)  
Stanislavski: ‘So, to arouse genuine truth in oneself and replicate the search for the 
handbag, you have first, as it were, to pull some lever in yourself and transfer the life 
of the imagination onto the stage,’ Tortsov explained. ‘There you create a fictitious 
event of your own, similar to reality. In this process the magic “if” and Given 
Circumstances, when they are properly understood, help you to feel and to create 
theatrical truth and belief onstage. (Stanislavski 153) 
If, Hegel wants to write his final instalments of his text, and replicate the 
search for God or Absolute Spirit as many before him had done, these are the 
questions, according to Stanislavski, that he should ask: 
“To what motivates them, i.e. to his mind and body, his mental Elements. Mind, will 
and feeling sound the alarm and he uses his strength, energy and conviction to 





‘Just as a military camp, deep in slumber, is roused to action by the alarm, so our 
artistic forces are stirred and swiftly prepare for an artistic sortie.1 
‘The endless number of ideas, objects of attention, communication, Tasks, wishes and 
actions, moments of truth and belief, emotion memories, Adaptations each form up in 
ranks.” (292) 
Perhaps, instead of being only a schemer of a system of History - Hegel can be seen 
as a messenger of Philosophy (Imagination) with an unfortunate arrangement with his 
publisher (Given Circumstances). But that is only a partial affirmation of his creative 
act. The appropriate inner stimulus was a result of his experience with his external 
circumstances, which are active agents that direct, determine and complete the 
function of the being, which in this case, it was absolutely Hegel himself who gave 
rise to his monumental work, given the dire circumstances of war and friendship. 
Such a partial conclusion, however, requires a catalytic agent to substantiate 
an actor’s work. The two halves of the manuscript, which the author argued with the 
publisher the extent of a half (with another half that is yet to be written) form up a 
whole. This whole, however, is not a perfect whole, by Hegel’s admission. 
Nevertheless, it is a perfect example of Hegel’s dialectics - two oppositions do not 
necessary make up a synthesized whole, but in order for Absolute Knowledge or 
Spirit to know itself as Spirit, it finds its pathways in the recollection of Geister in the 
continuum of spirits, its contingencies, its negativities which are its self-
relinquishments, its externalizations, or its substances. In other words, where one 
detaches and sets loose the coin from the handbag (for Hegel, it was Niethammer who 
                                                             
1 This is a very aggressive figure of speech that instantly reminds us of the thesis on conquest -- is then 





held the coins), only one side is revealed (only one payment at a time). Each 
revelation is then an opportunity for self-awareness. It is then not difficult for such an 
abstract notion to be demonstrated by a play actor who imagines his or her 
possibilities and plays multiple characters on different occasions.2 Thus, the catalytic 
agent suggested in Stanislavski’s system is useful for the consideration of how the 
absolute character is externalised via other bodies. In Hegel’s situation, it was 
Niethammer, his friend who acts as the catalytic agent. 
At the moment when, fearful - Hegel - of being unable to measure up to the 
task of writing the complete manuscript (to materialise the complete philosophy of the 
Spirit), Hegel might have felt unworthy of his friend’s trust to prepare himself for the 
final stretch of the book; the finite arrival of the purloined instalment. The promise 
word that has Niethammer’s honour at stake produces a responsibility, or as Derrida 
puts it: “These words obligated me to retain them, to recall them. They themselves 
asked me to be responsible for them, and to do so in a responsible way. They insisted 
on telling me something about the obligation or the responsibility that is here mine, as 
well as, I would like to assume, ours.” (Rogues 118) Our responsibility to the texts 
that are Hegel’s and Stanislavski’s is no longer about our infidelity and commitment 
to authenticity; it is a responsibility to make sense urgently. Why this urgency? It is 
not only because there is an urgent need for money, but this urgency is posed by the 
relations in an exchange, between Hegel, Niethammer, the publisher, and Schelling as 
the representative of all the readers to come. In one sense, the urgency is due to the 
absolute need for the text to be produced. In another sense, the urgency refers to an 
                                                             
2 Something that Kierkegaard demonstrates with great effect with his pseudonyms and his satirical 





increased responsibility, as there are more and more members of the chain of 
exchange; more and more members to be responsible to. These members only 
increase in time as the exchange expands to more places, even if the author dies.  
To exchange, between imagination and material circumstances, between the 
unconscious and conscious, between the dead and the alive, between two remotely 
related sources, results in several by-products each with their own destinations. In this 
particular example, the meeting between Hegel and Stanislavski gives me the 
occasion to ask about the mechanism behind exchanges of thoughts, ideas and actions, 
even if they are separated by place and time. After all that is shown and done above, 
the truth is that Hegel cannot know Stanislavski and his method. But this is a method 
to reveal the mechanism. 
 
2.1 Stationary Miss-geschick 
 
From the foot of the Great Khan’s throne a majolica pavement extended. Marco 
Polo, mute informant, spread out on it the samples of the wares he had brought 
back from his journeys to the ends of the empire: a helmet, a seashell, a coconut, a 
fan. Arranging the objects in a certain order on the black and white tiles, and 
occasionally shifting them with studied moves, the ambassador tried to depict for 
the monarch’s eyes the vicissitudes of his travels, the conditions of the empire, the 
prerogatives of the distant provincial seats. (Calvino 121) 
The reader can never ascertain the extent of the damage or benefit the unfortunate 





acted as the ambassador of his thought process. In this above Biespiel, then, God is 
the “Great Khan” and Hegel, the ambassador who reveals to God about God himself, 
or suppose Pessoa the Portuguese poet could speak for Hegel, “Do I know more about 
God than God knows about himself?” (Pessoa 51) Apparently, Hegel does. It has 
become a familiar and spontaneous movement on our part to find out about something 
or someone else, without the actual experience, as long as there is an ambassador to 
report back the discoveries of the “samples of the wares he had brought back from his 
journeys.” Thus, we are led to a fundamental problem about the judgements of 
ambassadors, and ambassadors of ambassadors.  
The problem is beyond the ancient dichotomy of subjectivity and objectivity, 
idealism and materialism. It arises because, fatally, chance erases itself as chance. 
And what draws chance to erase itself fatally is due to possibly two or three reasons:  
1. The mere fact that both of them, Hegel and Stanislavski, have a rather 
modest conception and experience of their assigned sign-posts of “East”. 
They simply had to invent their fields and present them as they are known 
and mediated. 
2. The acts of literature, or the joining together of different categories of 
writings with objects of experience, results in a synthesis, which in a 
Kantian sense means: “putting different representations together with each 
other and comprehending their manifoldness in one cognition…[synthesis] 
is the mere effect of the imagination, of a blind though indispensable 
function of the soul, without which we would have no cognition at all, but 





3. Last, the given circumstances…or the factors3 that constitute the actual 
performance. 
In Hegel’s instance, there is no mention of him travelling to the Far East to 
experience Asiatic religions and histories. Nonetheless, whole systems of thought and 
philosophy and lectures on History and Religion were formed and presented in the 
most productive years of his teaching. Similarly, Hegel’s unacknowledged disciple, 
Karl Marx, could systematically comment on “Asiatic modes of production” without 
the actual visual experience of modes of production in Asia - which part of Asia? 
Such scepticism is obvious but necessary to state plainly - it is taken for 
granted that it is impossible to participate in the ‘object of study’ both in its time and 
its place. The reader has to suspend this impossibility and consider the possible 
readings of the text and trust that the author has done his or her fair share of work. 
Otherwise, the appropriate thing to do, as Kafka would say, is to just sit still and allow 
the world to come to you. 
This is the case for Stanislavski. He has never gone to India to learn Yoga, but 
he had a few books on Yoga in his library. R. Andrew White reports that 
Stanislavski’s library included three books by Ramacharaka - the American “lawyer-
turned metaphysician William Walker Atkinson (1862-1932)” (White 82). Since 
Stanislavski did not speak or read English, he relied on a Russian translation of 
Atkinson’s books - Hatha Yoga; or The Yogi Philosophy or Physical Welling, Raja 
Yoga or Mental Development, and Teaching of Yoga about the Mental World of the 
                                                             
3 It includes the factor of making a deliberate choice to cite Kant when providing a definition of 
synthesis; this, I believe also illustrate how we later writers could make connections between one 





Person.4 It is obvious that these Russian translations of American-English dilution of 
Yoga are meant for an uninformed reader (83), which in Stanislavski’s case could 
only mean they were at least twice removed from their sources. The Mißgeschick, 
however, results in Stanislavski’s own adaptation of Yoga, or as White puts it, he 
adapted “specific Yogic exercises in order to help actors transcend the limitations of 
the physical senses and tap into higher levels of creative consciousness.” (73) This 
extremely hap-hazard way of incorporating remote traditions and practices into one’s 
own performance practice, coupled with one’s own philosophy or concepts of 
performance, produce the moment in history when other mis-adaptations of his 
System could happen.5 The practice of Yoga then becomes breathing and stretching 
exercises with little connections to its spiritual teachings. Hence, the historical 
Константин Сергеевич Станиславский disappears and re-appears as Constantin 
Sergeyevich Stanislavski. Phillip Zarilli summarises this effect:   
“While Stanislavskian-based, Merlin’s approach is ‘catholic’ in its openness to other 
techniques and approaches ― whether Michael Chekhov, Grotowski, or Japanese 
                                                             
4 The above information is given as a footnote by Phillip B. Zarrilli, who has his own appropriation of 
Yoga, Taiji and Kalarippayattu in his work. His translation of “Use your body!” instructed by his Guru 
in his native tongue, will have serious implications in his English translation of “Body” into the English 
“Body/Mind”. This, I suspect, reminds us of Descartes and Merleau-Ponty. 
5 To read more on Stanislavski’s legacy and movements beyond historical Stanislavski, read Chapter 1 
of Phillip B. Zarilli’s Psychophysical Acting: An Intercultural Approach After Stanislavski (11-21). A 
concise description of American versions of Stanislavski can be found in that chapter, which clearly 
illustrates the tendencies of overseas mis-adventures to occur, due to various maneuvers and 
performances carried out by ambassadors. The most famous example of Stanislavski’s ambassador, 
who delivered his signatures and letters of his system, is Richard Boleslavsky, former student and 
assistant on the tour to the States. He gave a series of six public lectures and “stressed the importance 
of emotion memory, developing the technique beyond Stanislavski’s original practice” at a time when 
Stanislavski was “placing more emphasis on physical tasks and physical actions” in the development of 
his own process. (Benedetti 286) Several interesting trajectories emerge here: Stanislavski’s 
dependence on an American to know about Yoga without going to India;  Stanislavski’s system 
travelling to North America; and Zarrilli’s arrival at India and subsequent shuttling from India to North 





butoh. What is important for Merlin is using whatever exercises help the actor (in my 
language)6  to ‘awaken the psychophysical body’ and stimulate the actor’s active 
imagination. (18) 
In summary, how did they (Hegel, Stanislavski, Merlin and Zarilli) get away with 
their appropriations? 
The above Beispiele should suggest at least two answers: 
1. Signatures - by virtue of the fact that they were reputable in their own 
disciplines, at least enough to justify a commission in either a publication or 
theatre-making 
2. Stamps (print publications and performances) - by virtue of the fact that they 
each depended on respective  mechanisms or rhetorical code to present their 
findings 
 
It is hard to demonstrate the rhetorical code which these respective writings 
are engaged in. Each of them performs within the limits of their personalities, their 
given circumstances, and their prior knowledge. More than this, because the Khan or 
the Reader may have no actual experience of the ‘objects of study’, he or she is 
entirely dependent on other authors to present their findings. The result is an enclosed 
space of muted correspondence, between the muted ambassador and the muted reader, 
each dependent entirely on whatever information one may eventually gather to one’s 
                                                             
6 My emphasis. In the later chapter on Barba, a similar performativity of words will also be examined. I 
attempt to unveil inherent attempts to loosen the oppositions of cross-cultural boundaries and legitimise 





own advantage or disadvantage. This highly-enclosed space, however, is open to 
further developments, when someone else in a different time and place reads it and 
responds to it. 
 Appropriating Derrida’s own response to an imaginary Francis Ponge (here I 
depart from his example of Francis Ponge and French), I attack those proper names of 
Hegel and Stanislavski with a rhetorical code, which is “an attack, the first piece, 
designates…the first piece of a text, of a theatrical scene or an act, the intrusive 
intervention of a preliminary speech act which no longer leaves you in peace, a place 
or instant which makes the decision for you: you won’t be left alone anymore.” 
(Signeponge 4) The attack or rhetorical code is hard to pin down, precisely because it 
changes all the time, as each code is taken up by another ambassador and in the 
transmission of the message, uses a new language, code, a new proper name or 
medium to convey the message. In that sense, it does not leave you, the receipent of 
the message, in peace because you have to decode the message, make sense of it and 
respond. Besides the fact that the attack changes all the time (due to the given 
circumstances of the place to be attacked), the scenes of performing (the act) changes 
as well. It crosses between German philosophy, biographies and a Russian guide on 
actor’s training, converging  in this restricted space of a thesis written in English. It is 
a new thing altogether, with traces of several unrelated elements now made to relate.  
This attack, stance, or the manoeuvre of a mechanism that decrees a response, 
is somewhat similar to the passing of the court stamp of Kublai Khan or Güyük Khan, 
grandson of Chinggis Khan or Genghis Khan. The ambassador passes the stamp 
around from place to place, leaving (inked and often translated, depending on the 





on coins, tossed around as hands exchange, each time multiplying his name as it later 
appears to other Sovereigns and other ambassadors in other courts and markets. The 
ambassadors of Kublai Khan could only bring along an official stamp bearing the title 
of their emperor. They travelled for often a long time and without a word in years. 
Finally, they arrived at their destinations only to find a dead king (or a dead pope). In 
other words, Khan’s empire had no experience of the Khan, except contact with the 
court stamps carved with the Khan’s signature/name, the translated texts, court edicts 
and official diplomatic documents, the hearsay, the gossip in the markets, from 
merchants to soldiers, and most of all, the imprints of coins, translated into the 
language of the local economy. The dialogue between the subordinates and the 
Sovereign is imagined: 
Kublai asked Marco: “You, who go about exploring and who see signs, can tell me 
toward which of these futures the favouring winds are driving us. 
For these ports I could not draw a route on the map or set a date for the landing. At 
times all I need is a brief glimpse, an opening in the midst of an incongruous 
landscape, a glint of lights in the fog, the dialogue of two passersby meeting in the 
crowd, and I think that, setting out from there, I will put together, piece by piece, the 
perfect city, made of fragments mixed with the rest, of instants separated by intervals, 
of signals one sends out, not knowing who receives them.” (Calvino 164) 
 
Hegel - who ran back home to complete his incomplete System - and 
Stanislavski - who had a holiday in Finland to summarise his personal experiences on 
stage and backstage, and to write his System for actors - have something in common. 





the respective glimpses of their empires (Systems) and from there, others will put 
together, piece by piece the Absolute. Others, somehow, know more about the 
Absolute than the Absolute knows of itself. Between the travelling Stanislavski and 
Hegel (though stationary when they read) and a stationary Reader, the “whole 
universe flows” (Serres, Angels: A Modern Myth 8). 
Finally, I conclude that travelling is the beginning of knowledge, in which the 
traveller is very much alone, but intricately connected to others. 
…as we have said in the first chapter of this book, there was never man yet, 
Christian or Saracen, Tartar or Pagan, who explored so much of the world as… 
(Polo 345) 











“I trust a ship to carry us” 
3.1 
The stationary traveller/author creates certain double marks - they are associated to 
the singularity of the event of a traveller/author performing, e.g. an act of writing a 
book/travel journal but they are also split and dissociated from the event with the 
emergence of an intervention such as a reader or observer who appropriates the act 
with his or her own performative citation of the event. In other words, it is a new 
event that reiterates the earlier event; a Beispiel. I have attempted to trace a few of 
them in the previous chapter. It is almost impossible to track every single instance of 
doubling in this short dissertation. I have to move on. Suffice to summarise, the 
doubling occurs when the writer remains stationary, and the published work (or 
stamps and coins) travels, carried by an ambassador. 
 The demands of travelling by ship, however, alter the dynamics of the 
doubling process. It is beyond the scope of a walker or an armchair writer to fathom 
the inconsistencies and unpredictability of the winds and waters. Even the most 
seasoned of seafarers could at best sense but could not accurately determine an 
incoming storm and escape one. That is not to say that travelling on foot or saddle has 
no dangers and unpredictable occurrences, but the carriers of messages are different, 
and thus have to be understood differently. By foot or ship, some of the circumstances 
are similar, but the extent of their effects increases with size, shape and scale. These 





First, in this chapter I now consider the mobile carrier of the message.1 In this 
case, I am referring to ships - the object that carries the message and which can cover 
a greater distance than a horse.2 This object, compared to horses, is capable of 
carrying more people and ambassadors in the given space, but more importantly, it is 
able to travel a larger distance in a shorter time. 
Second, the transportation of ambassadors to another land invites an encounter 
- between the natives, between other ambassadors of another authority - if the journey 
proves successful. In other words, the ‘ship’ is encountered first, by virtue of its size 
and structure.3 One first gathers an impression of the carrier before the particular 
messages and messengers, which are mediated by this carrier. 
Third, the distance of the journey determines how a message is constructed, 
written, sent from the port of departure and received in the port of destination. The 
longer the journey, the more unpredictable and dangerous it is to lose the message. 
Even if a message should arrive at its destination, there are still questions about how it 
                                                             
1 In Saussurian terms, I am now considering the signifier and not the signified; the mobile signifier that 
changes as it is purloined. Not only does it then alter the original signified due to the movement of the 
signifier, the new signified is dependent on the destination of the signifier.  
2 This is not to say that the stationary writer/theorist/practitioner/philosopher or walking traveller is less 
imaginative than the seafarer. It is often the case that the former can travel further with his or her 
imagination whereas the well-travelled latter’s thoughts are contained within the routes of his travels 
and his longing for his home. In short, I am interested in examining the materiality of the carrier and 
shall leave aside the imagination of the thinker for now.  
3 For example, in Singapore and Hong Kong, the arrivals of ships and theatre troupes were greatly 
anticipated and published on the local times weeks before their arrival. The name of ships, their arrival 
and departure dates were in fact published in columns. For example, please see Straits Times Weekly 
Issue, 11 Mar 1891, p. 2 or “Mr. Miln's Company in Hamlet” in Straits Times Weekly Issue, 3 Mar 
1891, p. 4. Digitised articles are now available on http://newspapers-stg.nl.sg/default.aspx. Search for 
Miln and Theatre for other articles on Miln’s theatre company’s visit to Singapore, which includes long 
columns of reports on Miln; a significant publication considering how little number of pages there were 





has been altered and how well it will be received ― is the message expected and 
readily accepted? The earlier theses consider the production of the message. This 
chapter considers the reception of the message. 
A ship carries within it the peaceful message and/or the (rhetorical) 
attack. Its doubling is contained and carried by a supposed neutral object, assuming 
that its only function is to carry and travel. It covers the spectrum from a Trojan horse 
to an empty coffin, or it can be as simple as an envelope that carries the message 
within, on board an Airbus. The transportation of the message and the order of the 
encounter produce a certain exegesis. The ambassador has to rely heavily on the 
object that carries the ambassador and his message - as if his life depends on it - and 
the risk is that he is unable to fully determine his encounters at a destination. Any new 
encounter posits several potential contexts of which the original ‘port’ of departure is 
but one of the many contexts. As long as the vessel moves, one arrives at a new 
destination. To borrow Jacques Lacan’s formula4 on the Metaphor5, the above 
hypothesis (in bold) can be rewritten as such: 
 
 
                                                             
4 Lacan’s re-written formula is as such: S/S’1. S’2 /x  S(1/s”), where S and S’ represents signifiers, 
substituting each other in a metaphoric structure. The parenthetical ( ) is, in my substitutive act, a ship; 
the ships. I should, however be mindful of the inherent signification that comes with ‘ocean’, bearing in 
mind that there are definite geographical coordinates that determine which ocean the sea is sailing on. 
Each ocean has its own definite contours, shapes, ports of call, distances, and specific encounters. In 
other words, no one ocean is the same. 
5 “Metaphor is quite radically speaking, the effect of the substitution of one signifier for another in a 
chain, nothing natural predestining the signifier for this function of phoros apart from the face that two 
signifiers are involved, which can, as such, be reduced to a phonemic opposition. To demonstrate this 
using one of Perelman’s own examples, the one he has judiciously chosen from Berkeley’s third 






 an ocean of false  an ocean   1 
 learning    x        ?  
 
Produced at the place of the question mark in the second part of the formula, 
according to Lacan, is a “new species in signification: a falseness that disputation 
cannot fathom, for it is unsoundable ― the wave and depth of the imaginary’s 
άπειρος in which any vessel is swallowed up should it seek to draw forth something.” 
(Lacan 756-757) Ad infinitum, the vessel departs and vanishes from the horizon of its 
origin, lands at some foreign place, or is swallowed up by the rough ocean, and unto a 
future that is indeterminable. Nonetheless, the proper name must bear witness to this 
indeterminacy and determine the indeterminable. In the case of a metaphor, the 
signifier is indefinitely substituted by a ‘false’ signifier.  As long as the vessel (or the 
parenthesis in Lacan’s formula) travels, a new message (or a substitution of the 
signifier) will always be produced ― perhaps like Lacan’s formula applied in the 
below two examples. 
 
3.2 Vessel #1: Miln’s Touring Company in the Far East 
George Crichton Miln was the actor-manager of a touring company.  He and his 
company sailed all over the United States, Australia and the Far East in late 
nineteenth century. He was first a Unitarian preacher in Brooklyn, New York before 





Shakespeare scholar in Japan, tracks down his routes and traces this significant 
journey of the Signified Shakespeare: 
Nearly a year later, Miln presented the first full season tour. It started in 
Wisconsin, went through Illinois and finished in Michigan City. On the way to New 
Haven from Pennsylvania, the Miln Company produced several plays including 
Hamlet and Macbeth at the Academy of Music in New York. The New York Mirror 
reported that Miln ‘made a marked impression’, while observing that his Hamlet 
‘talks loudly and declaims with emphasis. There is considerable tendency to rant’. 
Miln’s background as a preacher presumably gave him a polished 
elocutionary style and an active intelligence. However, as Alan Woods comments, 
Miln’s productions of Shakespearean plays were in an outdated style, which had been 
popular in the first half of the century: “Miln and his fellows existed away from major 
population centres for the most part, relying instead on less sophisticated cities where 
old-fashioned oratorical styles still pleased audiences.”… G.C.D. Odell refers to Miln 
as ‘a good elocutionist but not a very good actor’. Marion Moore Coleman, who saw 
Miln’s production of Hamlet in Kansas City in 1887 comments that he was ‘trying 
hard to make a place for himself as a legitimate actor, but he had so far to go that he 
never really made it’. Miln’s Shakespeare productions in the States may remind us of 
the low artistic standard that was inherent in productions of provincial touring 
companies in England at that time. (Kobayashi 58-59)  
 
By the 1890s, travel routes from the West to the rest of the world were well 
established. It was on one of these sea routes that Miln’s company sailed onboard a 
steam-powered ship and brought his “low artistic standard” Shakespeare productions 





In 1888, Miln took his productions all over Australia. His first production 
was Hamlet at Her Majesty’s in Sydney on 6 October. It was enthusiastically received 
by the audience, and several press reviews supported that enthusiasm. Miln’s 
production of Hamlet had several changes which apparently gave ‘novel’ ideas of 
Shakespearean plays to the Australian audience. For example, the farewell admonition 
of Polonius to his son was omitted altogether, as was the King’s repentant prayer and 
Hamlet’s diverted purpose. Above all, a sudden flash across the stage in the closet 
scene as a substitute for the visible entrance of the Ghost was the most striking feature 
in Miln’s production. Such innovations were ardently welcomed by the audience. The 
reviewer of Sydney Morning Herald remarked that Miln’s Hamlet was staged ‘as it 
has never before been staged in the colonies’. Referring to its popularity in Sydney he 
wrote, “If Saturday night may be taken as an indication of how Sydney intends to 
regard Mr Miln, then there can be no doubt whatever about his popularity’. However, 
it is evident that some of the critics were puzzled by the ‘novel’ ideas Miln imposed 
on Shakespeare’s text. The Sydney Mail critic commented that Miln brought ‘much 
that appealed most favourably to the large audience which greeted him, though in his 
reading there were variations which were hardly acceptable to Shakespearean 
students’.  
Moreover, as we have seen in the reviews at American theatres, Miln was at 
times a ranting speaker and his acting was excessively artificial. According to the 
Sydney Daily Telegraph, all of Miln’s big speeches in the play were too obviously 
delivered as clap-trap with a view to popular applause, while the melodramatic 
endings imposed on some of the scenes were no more than a direct appeal to the 
gallery. (Kobayashi 59) 
After a successful tour in Australia (in contrast to his tour in the States), Miln 
pushed forward and went on to present his productions in Calcutta, Rangoon, 
Singapore, Shanghai and Hong Kong. In 1891, his company arrived at Nagasaki, 





Australian actors and his wife, Louise Jordan Miln. From Kobe to Tokyo, and later to 
Yokohama, he produced performances of seven different Shakespeare plays, Hamlet, 
The Merchant of Venice, Romeo and Juliet, Macbeth, Othello, Julius Caesar and 
Richard III. It is hard to imagine how his company was able to produce that many 
versions of that many Shakespearean plays, unless certain liberties were taken. These 
included the cutting of texts, characters and the adaptation of the staging with his 
‘novel’ or ‘old-fashioned styles’. These decisions allowed him to travel extensively 
and widely in such a short period of time (Kobayashi 61). 
 The reception of his productions were raised to a higher bar and received a 
new status ― not only were they extremely popular to the general public, Japanese 
intellectuals saw them as particularly useful to their own reading of Shakespeare’s 
plays, and were deeply moved by it, as they had never seen Shakespeare’s characters 
acted on stage before. The Japan Weekly Mail reported that Miln’s Hamlet, which 
played twice, had had high reputation in the touring of other Asian countries before 
coming to Japan: “The newspapers of the various communities which they had 
favoured with a visit on their way to Japan had without exception employed such 
unequivocal terms of praise in noticing the performances, that, not unnaturally, public 
expectation in Yokohama was raised to a high pitch, so high indeed that there was 
danger of disappointment through over-anticipation.” This change of fortune marked 
a stark contrast to the reviews and criticisms he received in the States. The same ‘old-
fashioned styles’ were now seen as ‘the highest estimates formed of his powers,’ and 
he ‘never lapsed from dramatic eloquence which at the very first set the key note of 





 Now, it seems that Miln’s travels had deferred the original review of his 
productions from amateur / old-fashioned to innovative / novel. The difference in 
reception raises some obvious questions. As Eric Irvin questions, “Why do the 
reactions to the actor-manager in Australia differ from those in the States to such an 
extent?” Perhaps, the question can be slightly modified in Lacanian (translated) terms: 
How did the “falseness” of the signifier become a reality for the Japanese intellectuals? 
Kobayashi argues that the intellectuals could only read Shakespearean texts in their 
studies. Miln’s productions were in fact their first encounters with Shakespearean 
plays performed on stage (Kobayashi 64).  
There are two possible reasons: 
 First, the text was the first authority in the reception of Miln’s productions. 
But whose text? The available texts of Shakespeare were not complete translations 
until much later. Even so, they were mainly locally adapted. The way a foreign text 
makes its introduction (how it travels and arrives at its destination) is highly 
dependent on how it is translated and the standards the translator takes into 
consideration in his or her translation. Take for instance Hamlet. The text was not 
introduced to Japan as a play, but as poetry and a good story with a dramatic plot. The 
first dramatization of the play was by Otojiro Kawakami in 1903. His group relied on 
an adapted version of the play. Kawakami’s version represented the adaptation trend 
in Japan: it was set in nineteenth-century Japan; all soliloquies were cut and all the 
names of the characters were changed to Japanese names (Kobayashi 64). It was not 
Shakespeare’s text that was the sole authority. Once adapted and transported to Japan, 
the translated texts became the standard for other productions in Japan at that time. 





as first a poet and not really a playwright for the stage. Even if he was understood as a 
playwright, he was more likely known as a good story-teller with accessible plots that 
allowed local adaptations. The perception of Shakespeare’s status in Japan is best 
exemplified by the renowned Shōyō Tsubouchi who insisted that “Shakespeare is 70 
per cent poetry and that ignoring this translation will destroy the balance between 
form and content” (Kobayashi 64). The next question for Tsubouchi was whether 
Japanese poetry was compatible with or even equivalent to Shakespeare’s poetry. 
 The second authority was the tradition of Japanese art forms, which provided 
another yardstick for assessing far-removed cultural productions ― Miln’s 
productions. In fact, Shōyō Tsubouchi liked Miln’s ranting, after watching Miln’s 
Hamlet in Yokohama. He saw Miln’s acting as an oratorical style similar to Kabuki 
acting. Shōyō Tsubouchi explored possibilities of creating a new theatre in Japan but 
he intended to combine it with the Western tradition of drama. In other words, his 
new theatre was to be different from Kabuki but it should retain elements of Kabuki, 
which he was particularly fond of. Tsubouchi himself taught student-actors a 
“declamatory style of delivery with full body gestures which maintained features 
redolent of Kabuki acting technique” (Kobayashi 63). It might be perplexing to critics 
and dramatists back in the West to find Miln’s style championed as a representative of 
Western drama in the Far East and an appropriate equivalence to Kabuki, but it is far 
more interesting to realise that regardless of that disparity, the doubling of Miln’s 
mark had indeed created repercussions and waves of change in Japan. 
 These two factors of form (Miln’s oratory and Kabuki) and content (Miln’s 
abridged version and Tsubouchi’s translations) combined to transfigure the Signified 





determine the “balance of form and content”? How does one merge the translated / 
adapted texts with existing forms found in Japan? It is evident here that though Miln’s 
acting was badly received in his own centres of western tradition, in travelling, his 
styles became the resources for Japanese intellectuals to further their own local 
innovations in theatre and literature. Further, the question of falseness and 
authenticity is redundant. It is instead a matter of perception and reception. It was no 
longer important to Miln that his Western peers did not appreciate his works. It was, 
instead highly significant to the Japanese that they could for once relate to a western 
representation of western drama based on their familiar style of Kabuki acting.  
Perhaps, the Signified (Shakespeare) played a significant role in the 
transference, but the carriers of the signs, which in this case refer not only to Miln’s 
company but the ships that brought him to the foreign shores, where the people of 
these shores viewed him as a foreigner. This intricate set of movements created a 
specific situation of invention ― an intercultural cruelty to both the Western tradition 
and the Japanese art form of Kabuki. The ghost of Old Hamlet was replaced by a flash 
of lightning; a ‘king of shreds and patches’ replaced by the Japanese modernised suits 
and neck-ties; the words of Shakespeare substituted by Japanese idioms and literary 
structures. Perhaps, this intercultural example demands us to re-imagine the scene of 
interculturality: it is one full of surprises, comedy, attacks and mis-performances, 
which must not be criticised for its lack of authenticity (to a Signified). As I 
mentioned earlier, authenticity is made redundant by a metaphorical re-structuring.  
Besides the metaphorical re-structuring of signs received and interpreted, there 






“A Singapore audience divides itself sharply into two parts: on the one hand we 
have a few people who have either lived the greater part of their lives in London, 
or who are in the habit of going there every few years with a tendency to frequent 
the greatest theatres of London and Paris. If such persons insist on comparing Mr. 
Miln and Miss Jordan, in the Singapore Town Hall, with Mr. Irving and Miss 
Ellen Terry at the Lyeeum Theatre, they are unfair to the actors and to themselves. 
On the other hand we have the bulk of the audience consisting of persons who are 
compelled to stay in Singapore for many years at a time; and to such persons, Mr. 
Miln’s Company must have come as a very welcome relief from the class of 
dramatic representations which are usual in the East.” (Straits Times Weekly Issue 
3 March 1891, 4) 
Reception (of a foreign production) is inevitably tied to the geographical 
location of the audience members and people’s attachment to the location. If an 
audience consists of persons who are ‘compelled to stay’ and must ‘welcome’ 
representations that ‘are usual in the East’, it is only appropriate that we must interpret 
the phenomenon without the usual categories of culture, society and politics. It can be 
just a straightforward understanding of what this audience expects without over-
interpreting who or what these members of audience represent. This is, of course, 
understating the force of categories. 
Now, we must still focus on metaphors, categories and names as they are still 








3.3 Vessel #2 - Eugenio Barba’s Paper Canoe 
 
Words, seemingly stable, have one particular weakness: their apparent stability. 
Behind every definitive statement, a misunderstanding lies in wait (Barba, The 
Paper Canoe: A Guide to Theatre Anthropology 135).  
 It is hard to believe Eugenio Barba’s opening to his chapter “Canoes, 
Butterflies and a Horse” in The Paper Canoe. If one were to believe him, “a 
misunderstanding lies in wait” for this belief. The issue is broadened where the rest of 
his treatise and definitive statements of his practice, ‘Theatre Anthropology’, are 
examined. Several paradoxes can be identified.  
To Barba, “it is impossible not to use metaphors” (138). He recognises, as well, 
that the use of metaphors is often frowned upon by scholars, when he aligns himself 
with Stanislavski’s belief that practice should not have “scholarly roots in it… 
[Practitioners] have their own theatrical lexicon and our own actors’ jargon, which 
life itself has created.” Further, Barba quotes Stanislavski, “to be sure, we do make 
use of scholarly words - for example, ‘the subconscious’ and ‘intuition’ - but they are 
used by us not in a philosophical, but rather in the simplest workaday meaning” (139). 
This opens up a fundamental dilemma that still plagues contemporary theatre 
and performance studies: How do you research or write about a practice or a 
practitioner’s craft? 
Eugenio Barba is one of those practitioners who seek to document and explain 
their own processes. However, in theorising his processes, he inhabits paradoxes that 





of a universal theory. The nature of performance is that it is unpredictable, inexorable 
and ephemeral ― three characteristics that render each performance a different 
experience. Defining performance as universal poses questions and problems. To 
illustrate these problems, Michel Serres’s parasitic model may prove to be useful in 
the analysis of Barba’s paradoxes. 
3 Interrupter 
1      2 
Host      Parasite 
(East/West)6     (North/South) 
 
The recurring principles in chapter three of The Paper Canoe, assumes the 
common way of thinking categories of performer and performance ― ‘Oriental 
Theatre’ and ‘Western Theatre’ (13). To Barba, this is an “erroneous distinction.” He 
later suggests that, “in order to avoid false associations with specific cultural and 
geographic areas, we will turn the compass around and use it in an imaginary way, 
speaking of a North Pole and a South Pole.” Hence, in the diagram above, substitute 
‘Host’ with East/West and ‘Parasite’ with the Compass point of North/South. This 
new kind of logic opens spaces for organisation of information: Barba’s new 
categories of North Performer and South Performer. In this case, Barba is the 
                                                             
6 Small (playful) note to reader: By translating “East/West” to Mandarin, which is东西, the above 
East/West binary can be mis-read as an ‘object’ or ‘thing’. 东西 means both East/West and ‘object’. 
Here, we can objectify the East/West binary, made possible by the coming together of two 
geographical/cultural forces of reality and imagination. The East/West binary now exists as an object of 
study, e.g. power relation between the coloniser and the colonised; a thesis already made famous in 





interrupter who seeks to interrupt the conventional relation of East-West, and regard 
misunderstandings as fertile (14). In a sense, equilibrium is created by adding the 
North and South binary to the East and West binary; a kind of symmetry that requires 
its supposed bad counterpart to intersect at the middle. One feels sorry for the first 
binary, once safe as a category of knowledge and meaning. The host is interrupted by 
a parasite when the interrupter brings with him a parasite. The host is forced to offer a 
place for the North / South Performer to exist among the categories of Western / 
Eastern theatrical styles and forms. Now, both are hosts and guests in a banquet, to 
which Barba asks, “How does one manage to ‘eat’ the results obtained by others, 
while also having the time and chemistry to digest the results?” (14) 
To eat? The opening of a binary to a grid does little to resolve the ‘erroneous 
distinction’ of East / West; there is now another binary. The interruption is now not an 
interruption but a natural course of action when a parasite identifies his host; when an 
uninvited guest identifies his banquet to gatecrash and to eat ― it is assumed that they 
will mutually benefit each other in a relationship: 
Studying these principles, Theatre Anthropology renders a service both to the 
performer who has a codified tradition and to the performer who suffers from the lack 
of the same; both to the performer who is caught by the degeneration of routine as 
well as to the performer who is menaced by the decay of a tradition; both to North 
Pole performers and to South Pole performers. (15) 
Why does Barba still restrict himself to the compass points and geographical 
boundaries? Adapting Niklas Luhmann’s theory of observation, this will be for Barba 
a “blind spot” of observation, the paradoxical identity of both sides of the distinction 





distinction to carry out its operations (Serres, Parasite xxiii). In other words, Barba 
cannot acknowledge the paradoxical fact that both sides of North and South are 
instantiated by one side - the (greedy) performer - and use the distinction at the same 
time. The convenience of expanding the binary to a grid instead allows Barba to feast 
at the banquet for performers and exhaust himself in the ‘eating’ of what they have to 
offer as hosts. Indeed, some principles of binaries and rules recur, but they recur 
exhaustively as tautologies in order that he may observe, for example ‘a particular 
quality of scenic presence’ that “leads us to a differentiation between daily, virtuosic 
techniques and extra-daily body techniques. It is these latter which determine pre-
expressivity, the life of the performer, characterizing it even before this life attempts 
to express something” (Barba 16). 
Something is at work here. 
Barba’s identification with some masters / hosts (such as Brecht and Chinese 
Theatre, Balinese Dance and Artaud, English theatre and Kawagami) to legitimise his 
own misunderstandings suggests an ongoing parasitical movement: between a host 
and a guest, an object of study and its observer that eats the dishes at the dining table. 
The chain of exchange, between host and parasite, can have no “last position”, no 
non-contingent, non-paradoxical observation, in which the observer could never be 
the last position of the subject (which I am in fact observing the observer). Barba 





(16) is in fact an ongoing movement to appropriate “Oriental Theatre” for his 
affirmation of his concepts of ‘extra-daily’ or ‘pre-expressivity’. 7  
This [performers who use their presence to represent their own absence] might 
seem no more than a mental game; it is, however a fundamental aspect of Japanese 
theatre. In no, kyogen and kabuki, one can distinguish an intermediate profile between the 
two possibilities (the real identity and fictional identity) which usually define the 
performer. (16) 
‘Pre-expressivity’ as a word legitimises his appropriations. The phrase is more than 
just a ‘paper canoe’ of meaning. It is ironic that despite all his claims about words as 
unstable, he should rely on them to lay universal claims on the cultural and codified 
forms he encounters, e.g. Japanese theatre. A careful study of Zeami’s treatises will 
                                                             
7 Definition of Pre-expressivity: “Theatre anthropology postulates that there exists a basic level of 
organization common to all performers and defines this level as pre-expressive. The concept of pre-
expressivity may appear absurd and paradoxical given that it does not take into consideration the 
performer’s intentions, feelings, identification or non-identification with character, emotions… that is 
psycho-technique… According to ‘result logic’, the spectator sees a performer who is expressing 
feelings, ideas, thoughts, actions…that is, the spectator sees a manifestation of an intention and a 
meaning. This expression is presented to the spectator in its totality: they are thus led to identify what 
the actors are expressing with how they express it ... This does, however lead to a generalized 
evaluation which often does not offer an understanding of how that work has been done on the 
technical level. The understanding of the how belongs to a logic which is complementary to ‘result 
logic’: ‘process logic’. According to ‘process logic’, it is possible to distinguish between and to work 
separately on the levels of organization that constitute the performer’s expression. The level that deals 
with how to render the actor’s energy scenically alive, that is, with how the actor can become a 
presence that immediately attracts the spectator’s attention, is the pre-expressive level and is theatre 
anthropology’s field of study…The pre-expressive level thought of in this way is therefore an operative 
level: not a level that can be separated from expression, but a pragmatic category,  a praxis, the aim of 
which, during the process, is to strengthen the performer’s scenic bios. Theatre anthropology postulates 
that the pre-expressive is at the root of the various performing techniques and that there exists, 
independently of traditional culture, a transcultural scenic ‘physiology’…Thus theatre anthropology 
confronts and compares the techniques of actors and dancers at the transcultural level, and by means of 
the study of scenic behaviour, reveals that certain principles governing pre-expressivity are more 






reveal that there are no clear distinctions between fictional or real identities.8 It is even 
more incongruous that he should write a dictionary of theatre anthropology which 
utilises his terms, terminologies, rules to subject his objects of study into an organised 
but supposedly neutral A-Z system. But there is no system “that functions perfectly 
that is to say, without losses, flights, wear and tear, errors, accidents, opacity ― a 
system whose return is one for one, where the yield is maximal, and so forth.” (Serres 
12-13)…but vessels of messages, to carry forward and to enrich the bios (the scene of 
performance of Barba); or as Serres writes, “an observer seated within the 
system…overvalues the message and undervalues the noises if he belongs to the 
functioning of the system…He represses the parasites, in order to send or receive 
communications better and to make them circulate in a distinct and workable 
fashion…Whoever belongs to the system perceives noises less and represses them 
more, the more his is a functioning part of the system.” (68) 
 To think (of the various codes and conventions that Barba observes) is to give 
and take. It is a kind of expanded reception. Apart from the “result logic” and 
                                                             
8 Zeami writes, “In terms of the nō, art that remains External is to be despised. This point must be fully 
understood. First, if an actor is born with the proper natural character, and gifted with talent, he can 
surely become a master. (Zeami 66) Elsewhere, he writes, “It would be impossible to describe in 
writing all the various aspects of Role Playing. Yet as this skill forms the fundamental basis of our art, 
various roles must be studied with the greatest care. In general, Role Playing involves an imitation, in 
every particular, with nothing left out. Still, depending on the circumstances, one must know how to 
vary the degree of imitation involved.” Besides the fact that it reads like Stanislavski’s method, Zeami 
recognises first and foremost that Role-Playing is tied closely to the actor, who seeks to break such a 
distinction and not stop at the level of imitation: “In the art of Role Playing, there is a level at which 
imitation is no longer sought. When every technique of Role Playing is mastered and the actor has truly 
become the subject of his impersonation, then the reason for the desire to imitate can no longer exist. 
Then, if the actor seeks to enjoy his own performance to its fullest extent, how can the Flower not be 
present? ... According to the teaching about creating the Flower when playing the role of an old person, 
it is important, first of all, to make no attempt merely to imitate the external attributes of old 
persons…” (Zeami 55)  Barba’s externalizations or scenic bios of the performer are probably the 
opposite to a nō actor’s internal manifestation of the Flower. In other words, Barba’s scenic bios would 





“process logic” that Barba uses in his dictionary, a third logic, “abuse logic,” is 
equally apt to describe his process. As a supplement to my introduction of a third 
logic, Cary Wolfe writes, “perhaps we will do more justice to the peculiarity and 
specificity of The Parasite…by understanding the ‘abuse’ of ‘abuse value’ not in the 
common pejorative sense of ‘mistreatment’ but rather in light of the Latin prefix ab- 
meaning, the Oxford English Dictionary tells us, ‘off or away from’: ‘abuse’ value at 
a tangent to use and exchange value, at a distance from it: a different vector, a 
different type of value.” (xx) With this in mind, Serres’s definition of the parasite is 
useful to describe Barba’s work: 
To play the position or to play the location is to dominate the relation. It is to have a 
relation only with the relation itself. Never with the stations from which it comes, to 
which it goes, and by which it passes. Never to the things as such and, undoubtedly, never 
to subjects as such…And that is the meaning of the prefix para- in the word parasite: it is 
on the side, next to, shifted; it is not on the thing, but on its relation. It has relations, as 
they say, and makes a system of them. It is always mediate and never immediate. (38-39) 
  
In the early years, Barba had travelled to India in 1963 and brought back 
kathakali to Grotowski’s Polish Laboratory Theatre. Ian Watson explains: “there was 
no professional reason for travelling to India, since neither Grotowski nor Barba knew 
a great deal about Indian theatre at the time. According to Barba, he and his two 
companions - his future wife, Judy Jones, a cultural officer for the British Embassy, 
whom he had met earlier in the year at the 10th International Theatre Institute (ITI) 
Congress in Warsaw, and a mutual friend unconnected with the theatre - went with 





Indian religious rituals and sacred sites, and most of all, for the adventure of driving 
overland to the subcontinent. It was only when he had arrived in India that Barba 
heard of kathakali through local theatre people he met in Bombay. He subsequently 
visited the major training academy in Kerala, the Kalamandalam at Cheruthuruthy, 
and was so impressed by what he saw that he wrote what was then one of the first 
technical descriptions of the form by a European” (Watson 14). Later, he emphasised 
that in his investigations, he is concerned with how theatre works in a transcultural 
dimension, based on a Eurasian vision of the theatre. He is not concerned with 
studying or interpreting the various Asiatic theatres. He is concerned with something 
else: the collaboration with certain professionals from different traditions researching 
certain common principles of theatrical behaviour (Watson xiv). His intentions may 
be clear now, but it is equally clear that it is not a system that Barba is creating: a 
system of observing pre-expressive actions and movements. It is, to adapt Serres’s 
term, actually a black box, a “space of transformation”, and a non-system that come 
about from a lack of knowledge. Barba’s dictionary knowledge, however, forms the 
“bridge between two banks” and as such, allows him to create new coordinates for the 
praxis of his canoeing, training and performances.  
The paradox is established: he has to trust his words even if he believes that 
words are unstable. The categories and terms are his interruptions that allow him to 
adapt the cultural forms he observed in his travels. They are his oars to push him 
through the apparent differences and participate in an exchange of cultural ideas and 
forms and a share in a relation ― between the observed and the observer; occupying a 
site where one can receive the messages and give something back in return, though 





cannot observe and eat everything there is on the table; the cause is chance and the 
effect is of necessity; his inclinations. He must include all (pre-expressive) and 
exclude understandings (and misunderstandings, and a more detailed knowledge of 
Indian and Japanese theatres) at the same time. In favour of exchanges in his terms, 
before the harvest grows stale, and the limitations difficult to resolve, he expands the 
field and invites them into his International Conferences. 
The host does not always remain a host. The host may attempt to later drive 
out the guests, often by reasserting him or herself as a parasite. It gets a bit fuzzy; who 
is the host or parasite now? The chain of exchange provides more possibilities (more 
fertile grounds) when boundaries are opened up, relations are blurred, words are 
claimed to be unstable, and closed-door banquets that now allow uninvited guests in. 
The result is a highly organic flow of movements between the observer and the 
observed, without any chance of return. The ships carry them and to what banquets 
they find only History can tell its stories. In Barba’s case, he travelled and was 
stationary in various stages of his life, all of which brought him to position of an 
observer, a guest at a banquet: 
In the theatres to which I went in the following years, I searched in vain for the 
disorientation that had made me feel alive, that sudden dilation of my senses. No more 
horses appeared. Until I arrived in Opole (Poland) and Cheruthuruthy (India). (Barba 
quoted in Watson 12) 
A paper canoe can never sail down the course of history ― it will sink as it 
cannot withstand the weight of history. Barba’s work continues to prevail and make 





The Paper Canoe is perhaps wrongly titled. 9 It is the result of his written endeavour 
or rhetorical interruption, attack, acts of cruelty, metaphorical re-restructuring that 
allow his signature and proper name to be the vessel of his messages. A canoe, solid 
and material, robust and small, is sufficient to bring Barba, an Italian, to his 
destination down a narrow path ― ‘Theatre Anthropology’ and the Odin Teatret.  It is 
worth noting that in 1956, he joined the Norwegian merchant marine and became a 
sailor on ships plying the Oriental route. According to Watson, he became intrigued 
with “the Indian religion” and being a sailor was his way for a poor young man to 
visit the subcontinent. His travels extended beyond India, where he also travelled to 
the Middle East, Africa, Lapland, and other parts of the northern Scandinavia (12). 
The ship had brought him to his position of observation, and thus began his position 
as an interrupter, parasite, host…one of the many sailors on the ship, to the first mate 
of Grotowski’s company, to eventually the canoeist of his work; the chain does not 
end. 
 
3.4  “History is the river of circumstances…” (Serres 20) 
 
The ocean may be treacherous, unpredictable and too vast to determine the full causes 
and effects, its arrivals and its departures, its landings on a coast of some faraway land; 
a stowaway here, or a shipwreck there. But history presents to us a reduced river of 
                                                             
9 At the same time, I acknowledge that the paper quality/material of the canoe allows a certain lightness 
and flexibility to be other than a canoe sailing down the course of history - it may even be carried by 
the wind and soared through the air. Barba’s work then embodies a similar versatility to change, adapt, 





circumstances, bearing with it the carriers of specific subjects. They arrive as 
interventions, caused perhaps by a chance event with immense consequences, or a 
deliberate circumstance that interrupts the flow of supposed inconsequential chance 
occurrences. Whatever the flow of history may be, the vessel must find its way to a 
destination – whether towards disaster or home. For all the claims that Barba makes 
about words as unstable, history is made up of words – dates, numbers, proper names, 
titles and words that matter. The experience of words in history contradicts his 
scepticism on words. People live and die for the Word, the logos, the speeches of 
representatives of Leviathan, one raw material (brick, wooden plane, paper, or metal) 
over the other. If they should fall, it is also because of words ― the power of words 
uttered with the baggage of history that weighs down on its performance. 
For whatever the causes of action were for Miln or Barba, a ripple in the ocean 
can and will cause reactions, which will in turn cause more ripples till the sum total 
manifests itself as a torrent of change. An interruption11 into the daily proceedings of 
the ‘host’ makes possible the introduction of the parasite. An interrupter becomes the 
parasite. Anything, once manifested in words and names, takes on the shape of a 
vessel, that carries its contents within a form and sets sail with the hope and trust of a 
wine bottle that breaks upon impact on the figurehead. It announces its safe arrival 
with a “land ahoy!” ― a noise, mediated either by the human body or the mechanical 
horn; a performance. It is no longer a question of authenticity, highlighting the 
                                                             
11 Interruption: A rehearsed performance tries as much as it can to predict the event - it attempts to 
replicate the performance every night while it simultaneously maintains its energies for a live event; 
but it cannot control the event - its accidents, mistakes, hindrances, chances, interesting twists and 
turns…Watching a performance has a “cultural” environment, the environment that determines how it 
is produced and received. Thus, each new environment (that a performance is situated at) alters the 





falseness of the substitution of a (cultural) sign (from the East or the West). Instead, it 
is perhaps more appropriate to ask how our own alterity and collective interculturality 
- ingredients to a produced and received feast where we give some and take some if 
not more, as hosts or guests, sometimes both, sometimes never - are manifested, 







One-One, One-Many, Many-Many Relations Part 17 
But don’t you remember? How, when we reached mid-stream,  





















































How the waves dashed against the speed boats?8 (T. T. Mao 9) 
So, how do we perform our differences? 
                                                             
7 With this title, I am first evoking the principle of 老子 or Lao Tsu’s Tao Te Ching (道德经), which 
states a few principles that might be relevant to the theses at hand.  Four: “The Tao is an empty vessel; 
it is used, but never filled. Oh fathomable source of ten thousand things!” (Lao Tsu 6) Forty-Two: 
“The Tao begot one. One begot two. Two begot three. And three begot the ten thousand things” (44), 
for this doctrine, I argue that it might be more appropriate to use the present tense “begets” as Tao is an 
ongoing process;  Sixty-Two: “Tao is the source of the ten thousand things” (64).  











The question is a difficult one to answer. I suggest that we look at wars and 
revolutions: human acts that seek to order chaos. 
Under Kubla Khan, the Mongols had to make the transition from horse-back 
to naval warfare, as they made their conquest cross the straits and onto Kyuu-shu, 
Japan. Besides the fact that they had been used to crossing battlefields on land with 
their mighty horses, the simple truth was that they inherited the Chinese-style ships 
without any mastery of them. Their invincibility in the fields was simply not repeated 
on the seas. On the other hand, the Japanese inherited the sword-making skills from 
the Chinese, which consisted of a rod of iron beaten to shape under a hot fire. The 
blades made, however, were too fragile and blunt. With the crisis at hand, Priest Gorō 
Masamune created swords, mixing iron and steel, alternating the alloy between hot and 
cold (fire and water), and perfecting the Japanese technique of making tachi (swords). 
These tachi later proved to be highly effective and penetrative when Japanese 
samurais were engaged in close combat with the Mongols. These combined factors 
were the reasons why the Mongols were driven out of the waters and they were forced 
to concentrate on the Western front. And there was also the mysterious storm 
(Kamikaze) that sank thousands of Mongols ships at Kyushu in 1281.  
This story teaches us a few lessons. The acquired skills from a host (China) 
can either be useless or with imaginative experimentation a new hybridised 
innovation can be introduced to change the tide of war. The parasite, hence, does not 
remain a parasite but is capable of usurping the host. 
A few centuries later, the host (China) turned into a parasite in several 





adopted a phonetic alphabet for Mandarin, Zhuyin zimu9, based on Japanese kana10 
symbols. In 1928, it was subsequently replaced by the National Language 
Romanization Scheme (Guoyu romazi or gwoyeu romatzyh 11 ). It implied certain 
fundamental reorganisations and simplifications of the language, which was mainly 
Mandarin, or to be more precise, the Beijing version of it (Peterson 105).  
GREEKANDLATINMANUSCRIPTSWEREUSUALLYWRITTENWIT
HNOSPACEBETWEENWORDS UNTIL AROUND THE NINTH 
CENTURYALTHOUGH·ROMAN·INSCRIPTIONS·LIKE·THE·FAMO
US·TRAJAN·COLUMN·SOMETIMES·SEPARATED·WORDS·WITH·
A·CENTERED·DOT (Lupton and Miller 33) 
TOROMANIZEMANDARINWASINFACTALOGICALCHOICECONSIDERINGH
OWMANDARINCHARACTERSHADLITTLEORNOSEPARATIONBETWEENTH
EM。The CHINESESCRIPT, however, is a logographic system that has separate 
symbols for words and parts of words, resulting in over 40,000 signs (and they are 
ever increasing and simplified). These homophones, as they are called, may sound the 
same but each sign carries a different meaning. Graphic distinction in Chinese writing 
is thus important, as it helps a Chinese speaker identify the pronunciation of a 
character and the subtle differences between two homophones with different 
characters assigned to them. However, it was not the romanised linguistic system 
before the ninth century that was incorporated in the National Language 
                                                             
9 My source text has no translation of Zhuyin zimu. Fortunately, I can read and write Mandarin. It 
should be written as 注音字母. 
10 I am unable to translate kana to its original script. 





Romanization Scheme in 1949 under the Chinese Communist Party. The romanised 








1900 from language Chinese the of alterations several the in evident is It 
to 1949 that the Chinese we speak and write was reduced from a massive mix 
of dialects and languages, linguistic structures  
and scripts - that a national language or ‘common speech’ could be established 
for the country to ‘leap’ forward.  
This was in part inspired by the success in Japan, where they promoted a 
standard language.  
Several influential scholars, mostly students returned from Japan and promoted 
this idea of a national language (Chen 14). 





































































































































 Act that was passed in 1911, a language planning commission was established.  
The Commission consisted of experts designated by the Ministry of Education,  
and two representatives from each province who had to meet one or more of these 
four requirements: 
1. Expertise in traditional phonology; 
2. Expertise in traditional philology; 
3. Knowledge of one or more foreign languages; 
4. Knowledge of Chinese dialects (Chen 16-17). 
There were eighty members in the Commission, and they had three major tasks: 
1. To decide on the standard pronunciation of characters in common use; 
                                                             





2. To determine the repertoire of basic sounds in the standard language; 
3. To decide on a phonetic alphabet used for sound annotation. Each basic sound 
in the standard Chinese should be represented by a separate letter of the 
alphabet. 
It was all agreed that the national language should be mainly based upon the Beijing 
dialect or ‘官話’, the view prevalent among the members, with supposed features that 
attest in other important Chinese dialects. After a month’s work, the members decided 
on the pronunciation of over 6,500 characters. This was achieved by voting on a case-
by-case basis, with each province having one vote; only the elites were invited to the 
banquet to participate in a game of chance.13 
Indeed, my linear presentation (adapted from Peterson’s and Chen’s accounts) 
is unable to present at least two sides of the debate. So why is there a call for a 
national language? 
Hu Shi (胡适), a prominent May Fourth intellect argues in 1918 that “dead 
language cannot create a living literature. If China should have a living literature, it 
                                                             
13 A democratic ruling but a game of cruelty: the sounds of Chinese characters would later be the 
sounds I listened to and memorised as part of my bilingual learning in school. All other sounds were 
made redundant and are forgotten. I recall from history lessons that the first Emperor of China, 秦始皇, 
Qín Shǐhuáng, Ch'in Shih-huang, implemented a similar act of cruelty - he ordered all the books and 
scripts to be burnt and standardised an official script, encouraged by an influential Prime minister and 
scholar, Li Si, 李斯, Lǐ Sī, Li Ssu. One day Li Si observed that rats in the outhouse were dirty and 
hungry, and jumped at the slightest noise from humans and dogs; but the rats in the barnhouse were 
well fed and are not afraid of humans.   (见吏舍厕中鼠食不絜，近人犬，数惊恐之。斯入仓，观仓
中鼠，食积粟，居大庑之下，不见人犬之忧) 於是李斯乃叹曰：“人之贤不肖譬如鼠矣，在所自
处耳！ (Like rats, the attitudes of humans often depend on and are shaped by the random life events 
and given circumstances around them; my translation)  (Simi Qian, shi ji; 司马迁, <<史记>> 卷八十
七·李斯列传第二十七) It may be worthwhile to pursue its parallel with Le Fontaine’s fable of the 





must use a vernacular language, a national language and produce a national literature 
written in such a vernacular national language.14” (345) However, he later warns that a 
national language cannot be formalised by just a few linguists and dictionaries. It is 
through a national literature that this national language could be decided. And central 
to this national literature is the genre of the novel, which he cites a few popular 
classics such as Journey to the West (西游记 ) and Water Margin (水浒传 ) as 
instrumental to the popularisation of vernacular Chinese language. (346) 
Zhou Zuoren (周作人), another important figure of May Fourth movement, 
can be seen as the alternate voice of the dominant May Fourth discourse that Hu 
represented. Zhou broke with the discourse, usually typified by a consistent use of 
numbering of principles and guidelines as most exemplified by the three principles for 
the Revolutionary Army of literature spelt out by Chen Duxiu (陈独秀): 
1. To overthrow the painted, powdered, and obsequious literature of the 
aristocratic few and create the plain, simple, expressive literature of the 
people; 
2. To overthrow the stereotyped and over-ornamented literature of classicism 
and create the fresh and sincere literature of realism; 
3. To overthrow the pedantic, unintelligible and obscurantist literature of the 
hermit and recluse and create the plain-speaking and popular literature of 
society in general (Daruvala 45). 
                                                             






The meaning that Zhou ascribed to the vernacular is different from those advocated 
by Chen and Hu. Indeed, they all believed that a “plain, simple expressive literature of 
the people” was crucial to the nation-building process but Zhou believed that 
language alone is not enough. Zhou developed his notion of “revolution in thought” 
(思想革命) in an article of that title first published in March 1919.15 Zhou believes 
that thought is fused with language. Hence, he thinks that the step towards national 
language alone is inadequate. The revolution of language is the first step, the 
revolution of thought is next, but it is more important than the first (Zhou 420).  
This is an interesting notion not because it is different from the general view 
that there has to be revolutions on many fronts. Instead, Zhou demonstrated this 
process of revolution through his own style of prose. His works includes a series of 
essays written in prose on mundane subjects such as frogs, boats, street food and tea. 
Daruvala points out that “Zhou was trying to create a space free from political or 
other types of dogma…and a respite from the stridency of contemporary fiction and 
criticism. In promoting these aesthetic categories, Zhou was also speaking of the 
self…” (12) This differs greatly from the nationalistic discourse discussed earlier. 
Zhou showed by example that it was possible for a modern Chinese literary sensibility 
to deploy traditional aesthetics (which Daruvala thinks that he drew on late-Ming 
Neo-Confucian ideas), without indulging in the nostalgic gesture of essentialising 
tradition. His adapted ideas of quwei (趣味 ) and bense (本色 ) from traditional 
categories in fact promote the subjectivity of the writer or the individual and value the 
ability to perceive and convey the human and natural worlds with imagery and 
                                                             
15 In that article, Zhou concludes, “If the Chinese people do not change the face of their ridiculous old 





expressive prose. His essays include his thoughts on cats, eating vegetables and 
drinking tea (吃茶).  “Eating Tea” is a good example of how the name/title of the 
essays is randomly selected by Zhou and used as a starting point, whereby the 
contents of the essay are derived from the act of naming. He writes, “我只是爱耍笔
头讲讲，不是捧着茶缸一碗一碗的尽喝的” (I just like to play with the tip of my 
brush and not drink a cup of tea one after another) (Zhou 292). Not only did that gave 
him the room to maneuver and critique conventional styles of writing, he attempted to 
express his thoughts and ideas on traditional and religious virtues without the 
limitations of traditional writing methodologies. This style of writing is in contrast to 
the essays on revolution and change, focusing much on systematic and enumerations 
of principles and guidelines; and what Zhou described as essays that first “come out 
with a theme and plan the essay before writing the essay” (290).16  
The above contrasting approaches to standardization of a national language 
cannot be understood without other external forces than just those mentioned. The 
Chinese Communist Party made more changes to the Chinese language. In the 1930s, 
prior to 1949, the Chinese Communist Party adhered to Stalin’s concept of federal 
nationalism that entailed a unified common speech or 普通话。The person most 
responsible for the early development of language policy was Qu Quibai, the Party’s 
leader who fled to Moscow in 1927 to escape Chiang Kaishek’s purge of communists. 
                                                             
16 I have attempted to derive my contents from the act of naming the field and naming/titling my 
thesis. Since a given name (Intercultural Theatre) has been given (i.e. I have to somehow derive my 
contents from Intercultural theatre), I attempt to place random names together instead, which 
function as starting points to different parts of the whole dissertation. If I had not read outside the 
field of Intercultural Theatre, I would not have known the names of Hu and Zhou, yet alone concerned 





Qu was accompanied by Wu Yuzhang, a veteran linguistic revolutionary, who was 
later employed by the Soviet linguists to aid in the development of a Romanization 
scheme for use among the 100,000 members of the largely illiterate Dungan Chinese 
minority in eastern Siberia (Peterson 106).  
The Communist Party later abandoned phonetic writing after 1949 and 
propagated a standard Mandarin pronunciation and character recognition. In one 
sweeping policy-making from 1955-6, nationwide use of Mandarin speech, Mandarin-
based Romanization and character simplification were implemented. The ‘redus’ 
principle was no longer highly applicable in the study of simplified Mandarin.  
Peterson states that language reform was motivated more by politics than by 
empirical observations of linguists and learning psychologists (108). However, its call 
for reforms can also be traced back to the May Fourth movement, which arose from 
both the anxiety of the state of Chinese literature and the political revolution post-
Qing dynasty. There is no singular event that we can pin down as the fundamental 
cause of China’s simplification of their national language. There are, however, 
singular performatives that made possible the changes we see in the Chinese language 
today. 
In Mao’s first assessment of May Fourth in August 1919, Mao Zedong 
“bluntly linked this movement with the international currents. After describing the 
strikes and other social movements in Europe during the preceding months, he wrote: 
‘The furious waves rolled toward the West and then turned and came about to the East. 
England, France, Italy, and the USA saw many big workers’ strikes, and quite a few 





armies elsewhere, there finally occurred, between the Chinese Great Wall and Gulf of 
Zhili, the May Fourth movement!” (Wagner 83)  
Decades later, with another key performative declaration in 1952, Mao 
intervenes over the question of what kind of phonetic writing system the People’s 
Republic of China should adopt that determined the destiny of the Chinese language 
written, taught and spoken now. Mao declares: 
The writing system must be reformed, it should take the phonetic direction common to 
languages of the world; it should be national in form, the alphabet and system should be 
elaborated on the basis of the existing Chinese characters’17 (DeFrancis)  
 
His intervention sent his ministers to frenzy. Between 1950 and 1958, some 
1,700 different phonetic schemes were proposed. None was accepted. The end result 
was the Hanyu pinyin (汉语拼音) scheme adopted in 1958, which was based upon a 
combination of elements drawn from new and the other major Romanization schemes 
developed earlier in the century. Latin and Cyrillic letters were removed. Dialect 
pinyin and phonetic systems, however, were mutually unintelligible. There is always 
going to be some amount of guessing involved when you read Han, Yu, Pin and Yin 
in isolation. It is only easier to know the meaning when you place them together: 
Hanyu Pinyin. 
This nationalistic movement to standardise language had a profound impact on 
the revolutionary texts: ‘Serve the People,’ ‘In Memory of Norman Bethune,’ and the 
                                                             
17 Quoted in John DeFrancis, ‘Mao Tse-tung and Writing Reform,’ in Joshua A. Fogel and William T. 
Rowe, eds., Perspectives on a Changing China: Essays in Honor of Professor C. Martin Wilbur on the 





‘The Foolish Old Man Who Moved the Mountain.’ These texts were treated as 
‘Writuals,’ requiring listeners to become readers. Doing so, it placed education at the 
centre of the redeeming project (Peterson 141). The literate (in the new Mandarin) 
were privileged and could claim moral prestige by virtue of their access to Mao’s 
writings - as they were increasingly becoming imbued with more power and authority.  
Indeed, the words of Mao neglected the other literary movements, May fourth 
figures and foreign influences - such as Japanese-educated Chinese scholars in the 
1910s, the Qingtao island tussle with the Japanese in 191118 - choosing instead to 
emphasise on the general notion of “movement” around the world that must also be 
seen in China. The thesis of this chapter can be suggested as such, lending the sacred 
word of Mao: 
“Revolutions and revolutionary wars are inevitable in class society, and without them 
it is impossible to accomplish any leap in social development and to overthrow the 
reactionary ruling classes and therefore impossible for the people to win political power.” 
(Mao 344) 
To further the thesis, it can also be said that revolutions and revolutionary 
wars are often decided based on a game of chance or an intervention - such as Mao’s 
words and the role of lots in 1911 - and everything falls into place, placing words and 
names into a collective whole. More significantly, an intervention brings about a 
radical leap - a leap that requires a specific solution that often has to merge two or 
more elements together - such as the example of the Hanyu pinyin (汉语拼音). The 
                                                             
18 Hu Shi reminds us that the movement actually did not start as a call for literary revolution. It was 
actually a student protest to call for the return of Qingtao Island after the world war in 1918. “五四运动





Hanyu pinyin (汉语拼音) scheme and Mao’s intervention teach us a lesson about the 
intercultural: Cruelty is at the heart of interculturality, where death sentences are 
passed to words, phonetics and dialects; practices abandoned and resistance 
annihilated. At the same time, the new entity, Hanyu pinyin (汉语拼音) reappears as a 
simplification or enhancement of several strands and developments of its predecessors 
and common practice. It can either be seen as a reduction, or in positive and Maoist-
Marxian-Leninist terms, it is a necessary step to unite the masses and give them a 
collective identity. If the process proves to be problematic, it is likely that the primary 
contradiction is not discovered. Identify and solve the primary contradiction and all 
the secondary contradictions will be readily solved. Theory becomes purposeless if it 
is not connected with revolutionary practice - cruelty becomes necessary: a necessity 
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 I might have shown a little nostalgia for traditional criticism and theories on Chinese 
Theatre. It involves a lot of imagery, of animals, nature and myths. At the root of the 
matter, the above exercise asks: is it possible to have a Chinese discourse on Theatre, 
without the technical jargon of Western conventions, e.g. Semiotics? If there are 
supposed “Chinese” elements in an intercultural production, must the discourse, 
analysis of the production include a “Chinese perspective”? Or does it cause us (you 
and I) to reflect on Western discourse-making and technical jargon and consider as 
equally metaphorical as Chinese metaphors? As words substituting the experience of 
a performance? What happens when the (Chinese) elements are themselves already 
reduced, simplified or hybridised? 
In summary, the writer of this thesis can only seek to reflect on concise history 
of his languages, his bilingualism and participate in the redus of dreams - pictures and 
muted words - and make sense of his performance: several theses on the examples of 
interculturalism. Here we note something new, “perhaps scarcely felt and never 
expressed before: that the translator is working not for his own nation alone but also 
for the nation from whose language he takes the work. For it happens more often than 
we think, that a nation draws vigour and strength from a work and absorbs it so fully 
into its own inner life, that it can take no further pleasure in it and obtain no further 
nourishment from it. This is particularly the case with the Germans. They are prone to 
excessive enthusiasm and, by too frequent repetitions of something they like, destroy 
some of its qualities. It is therefore good for them to see one of their own literary 
works reborn in translation9.” (Strich 22)  
                                                             





The productions of proper names have highlighted several simplified 
pathways he can examine but in the presentation of writing, he has to create a certain 
kind of idiom, where words become discourse, discourse as performance or as 
hieroglyphics, which are simplified signs to be decoded. The many mutilations and 
acts of cruelty, however, have made it impossible for him to decode them - death 
sentences on ancient words, preservations, archives, multiple narrators and narratives. 
Sometimes, he can depend on images or sounds, fully aware of his constraints and 
limitations. The following chapters shall demonstrate this act of cruelty - from a redus 
principle of dreams to a material principle of dreams - as a fundamental principle that 
he should engage in - where the subject is always encountering his alterity, his 
difference, staged and materialised.10 
 
                                                             
10 I digressed. Let us return to the thesis-dissertation proper - with the above themes now discussed 






One-One, One-Many, Many-Many Relations Part 21,  
Or  
Perhaps a Future Outlook of What to Expect In the Field of 
Intercultural Theatre 
 
Perhaps art is even a necessary correlative of and supplement to science? (Nietzsche, 
The Birth of Tragedy 80)  
 
“Look: we all speak different languages - French, Italian, Spanish, Portuguese….Then, 
in each language, we all express our various trades: the carpenter, the sailor, the florist, 
the cook, the astronomer and the pharmacist’s assistant all have specific terminologies 
proper to their trades…This terminology is sometimes so specific that people from 
outside the profession may find it a closed book. Now imagine that you are homing in 
on people’s everyday desires - and the boss shouting out orders, on all the various 
different ways of expressing hope, law, fear, truth, love, wants, hatred …” 
 ... this makes a highly rich and complex mosaic, which is the very raw material of 
writers.” 
 “Could I imagine pulling all this together, all in one go?” (Serres, Angels: A Modern 
Myth 93) 
                                                             
1 With this title, I am now evoking the example of Database programming language used for XML 
sequencing or MYSQL software programming for Database modelling with specific programming 





Kublai asked Marco: “You, who go about exploring and who see signs, can tell me 
toward which of these futures the favouring winds are driving us.” (Calvino 164) 
The above citations imply that for the writer of these theses to push the boundaries of 
academic writing, he must let fly the theses, and allow them to manifest themselves as 
they are and beyond terminologies (of Intercultural Theatre?). The horse dies and the 
ships sinks, but the concepts of distance and boundaries have been revolutionised. He 
must now relocate them as bytes, algorithms, simulations and 0.09 seconds on a 
google search engine. The former chains were once predictable, but in a stationary 
way, we are able to travel a huge virtual distance - and search for intercultural 
exemplars and performances online. Now, we name these relations (to intercultural 
exemplars and performances) in a specific technical language and names. 
 
5.1 Implementing a “One-to-One” relation in XML Schema2 
<?xml version="1.0" encoding="utf-8"?> 
<Chapter 2> 
      <Proper Name> 
            <PersonalDetails> 
                  <no>1001</no> 
                  <FirstName>Georg</FirstName> 
                  <LastName>W.F.Hegel</LastName> 
                  <DOB>1770-08-27</DOB> 
            </PersonalDetails> 
            <AddressDetails> 
                  <no>1001</no> 
                  <City>Jena</City> 
                  <ZIP>N.A.</ZIP> 
            </AddressDetails> 
      </Proper Name> 
      <Proper Name> 
            <PersonalDetails> 
                  <no>1002</no> 
                                                             






                  <FirstName>  </FirstName> 
                  <LastName> Stanislavski </LastName> 
                  <DOB>1863-01-17</DOB> 
            </PersonalDetails> 
            <AddressDetails> 
                  <no>1002</no> 
                  <Street>The Moscow Art Theatre</Street> 
                  <City>Moscow</City> 
                  <ZIP>N.A.</ZIP> 
            </AddressDetails> 
      </Proper Name> 
</Chapter 2> 
 
5.2 Implementing a “One-to-Many” relation in XML Schema 
<?xml version="1.0" encoding="UTF-8"?> 
<Organization xmlns:xsi="http://www.w3.org/2001/XMLSchema- 
instance" xsi:noNamespaceSchemaLocation="C:\Documents and 
Settings\Administrator\Desktop\Proper_Names.xsd"> 
<MA THESIS> 
      <Chapter> 
            <Chapno>1</Chapno> 
            <Dname> Etymologies of Khan </Dname> 
            <Loc>Master Thesis Dissertation</Loc> 
      </Chapter> 
      <Chapter> 
            <Chapno>2</Chapno> 
            <Dname>Ambassadors</Dname> 
            <Loc>Master Thesis Dissertation</Loc> 
      </Chapter> 
      <Proper Name> 
            <Pno>3</Pno> 
            <Pname>Miln</Ename> 
            <Country>7</Country> 
            <Chapno>3</Chapno> 
      </Proper Name> 
      <Proper Name> 
            <Pno>4</Pno> 
            <Ename>Barba</Ename> 
            <Country>4</Country> 
            <Chapno>3</Chapno> 
      </Proper Name> 
</MA THESIS> 
 
5.3 Implementing a “Many-to-Many” relation in XML Schema (Chapter 5) 





<xs:schema xmlns:xs="http://www.w3.org/2001/XMLSchema"  
elementFormDefault="qualified" attributeFormDefault= 
"unqualified"> 
      <xs:element name="Kings"> 
            <xs:complexType> 
                  <xs:sequence> 
                        <xs:element name="Kings" 
 type="TypeKings" maxOccurs="unbounded" /> 
                        <xs:element name="Concubines" 
 type="TypeConcubines" maxOccurs="unbounded" /> 
                        <xs:element name="TitleKings" 
 type="TypeTitleKings" maxOccurs="unbounded" /> 
                  </xs:sequence> 




      <xs:complexType name="TypeConcubines"> 
            <xs:sequence> 
                  <xs:element name="Title_ID" type="xs:string" /> 
                  <xs:element name="Title" type="xs:string" /> 
            </xs:sequence> 
      </xs:complexType> 
      <xs:complexType name="TypeKings"> 
            <xs:sequence> 
                  <xs:element name="au_id" type="xs:string" /> 
                  <xs:element name="au_lname" type="xs:string" /> 
                  <xs:element name="au_fname" type="xs:string" /> 
            </xs:sequence> 
      </xs:complexType> 
      <xs:complexType name="TypeConcubine_King"> 
            <xs:sequence> 
                  <xs:element name="au_id" type="xs:string" /> 
                  <xs:element name="Title_ID" type="xs:string" /> 
            </xs:sequence> 
      </xs:complexType> 
</xs:schema> 
 
5.4 Implementing Multi-linguality:  
Example 1: Simplified Chinese: 
<p lang="zh-Hans" xml:lang="zh-Hans">当世界需要沟通时，请用统一码！</p> 
Example 2: Traditional Chinese: 
 







Only one form of language is allowed: clarity. It demands a standard, a schema that is 
almost universally accepted, codified and programmed in exact terms. Information 
rendered into a schema has to be precise and accurate. Then, once the clarity of the 
language is determined, the programmer can proceed to create a massive database for 
the purpose of creating an online digital archive, and possibly a search engine that 
allows future comparative research.  
Perhaps, that seems to be how technology will alter the ways we conceive or 
understand performances - its dissemination, proliferation of signs, and the gathering 
together of intercultural signs and consigning them into a single corpus/body made up 
of a specific language. However, it is not the purpose of this specific dissertation to 
discuss the feverish desire to archive. That, I believe, belongs to somewhere else and 
for someone else to address the question: 
In an enigmatic sense, which will clarify itself perhaps (perhaps, because nothing 
should be sure here, for essential reasons), the question of the archive is not, we 
repeat, a question of the past. It is not the question of a concept dealing with the 
past that might already be at our disposal or not at our disposal, an archivable 
concept of the archive. It is a question of the future, the question of the future itself, 
the question of a response, of a promise and of a responsibility for tomorrow. The 
archive: if we want to know what that will have meant, we will only know in times 
to come. Perhaps. Not tomorrow but in times to come, later on or perhaps never 
(Derrida, Archive Fever: A Freudian Impression 36): 
Now, we must return to the conventional academic writing; I leave you to 






Kingdoms of Desire  
 
This chapter considers two key figures as exemplars of the field of 
Intercultural Chinese Theatre. They are namely Mei Lan-Fang and Wu Hsing-Guo, 
who both contributed to the development of Chinese Theatre - more specifically 
Peking opera (jinggu, jingxi, or pingju) - within their own contexts. They promoted 
and are responsible for the preservation and admiration of the genre, which is by far 
the most famous of China’s approximately 360 theatrical genres. It is worthwhile to 
mention that the origin of Peking opera remains controversial, and as Joshua 
Goldstein reminds us, it is “a composite and ever-shifting fusion of several melodic 
and dramatic forms.” (Goldstein 2) Still, these two drama kings have contributed to 
the operatic form and in doing so, Peking Opera continues to be the valorised art form 
of Chinese Opera, suppressing or modifying the many genres, types and its 
predecessors.  
 
6.1  《霸王别姬》- The King (Xiang Yu) Bids Farewell to His Concubine  
 
The first exemplar, Mei Lanfang performed his alterity and familiarity of his 
operatic role - a male as dan, or modified dan subtypes such as huashan - by 





presentation. Consider his doubling between the character dan and the actor Mei 
Lanfang as a metaphor - a metaphor that is material, tangible and has travelled great 
distances to perform. The body, his body, as metaphor allows its observers to 
substitute the sign and re-invent it. The observer may often make the mistake of mis-
reading the metaphor (Brecht), but the body is equally responsible for this reception 






自刎止。1 (Mei 9) 
 
The whole performance of Farewell My Concubine, performed in Tokyo 
contrasted greatly with the short snippets Mei’s Western audiences saw. That does 
not mean that the short snippets were poor and badly thought-out. In fact, Mei 
spent a great deal of time devising the programme schedule. Below is a translated 
example of his programme schedule when he was on tour in New York: 
(1) Music - two minutes 
                                                             
1In China, whenever I performed Farewell, My Concubine to foreign guests, I would only perform two 
scenes - “Tour of the Camp” and “Sword-Dancing”. I had initially wanted to do likewise for my 
overseas tour. On the long distance train from Beijing to Guangzhou, I discussed the programme 
schedule with Mr Ouyang Yu Qian. We thought that the situation in Japan differs from Europe.  To 
best showcase the play, we ought to perform it from the beginning to the end - from the rise of Xiang 





(2) Prologue - Reveal the red satin curtain behind the first curtain 
(3) General Synopsis and Explanation Outside the Curtain: Structure of 
Chinese Opera, symbolic meaning behind each gesture - four minutes 
(4) Synopsis of Performance (first play); for example, plot, history, themes 
and meaning behind specific gestures in the performance, synopsis of 
dialogue, aria, etc. - two minutes 
(5) Music - one minute 
(6) First Play - e.g. twenty-seven minutes 
(7) Break and Curtain Call - four minutes 
(8) Music - one minute 
(9) Synopsis of next play - same as first play; three minutes 
(10) Second Play - e.g. nine minutes with only two battles 
(11) Break and Curtain Call - four minutes 
(12) Music - one minute 
(13) Synopsis of third play - e.g. sword-fighting, introduction to its 
origins and rationale; three minutes 
(14) Third Play - five minutes; solo performance by Mei 
(15) Intermission and Curtain Call - fifteen minutes 





(17) Synopsis of Fourth Play - five minutes 
(18) Fourth Play - thirty-one minutes; duet 
In total 120 minutes for every performance (齐如山 63-65)2 
 
There is method to this reduction, which arose out of the perceived 
necessity to communicate with a foreign audience. Such an approach might have 
influenced the dramatic / epic structure of Brecht’s plays when he seemed to 
incorporate Mei’s programming to his very own aesthetics (recall Brecht’s 
episodic scenes, each with a synopsis and historical background). Mei chose 
scenes that showcased his ability to work with the sword and his personal skills - 
the embodiment of the female-type3; Brecht did not choose scenes for a showcase 
of skills, but to create observers.  
More significantly, it must be mentioned that the Four Famous Dan who 
dominated Peking opera in the 1920s and 1930s worked closely with one or more 
writer-advisers: Chen Yanqiu had Luo Yinggong, Xun Huishang had Chen 
Moxiang, and Shang Xiaoyun had Qing Yiju. Mei had Qi Rushan, a playwright 
and drama theorist who was trained as a translator of German and French. Qi 
                                                             
2 My translation. 
3 It must be noted that Mei’s female-type was already an amalgam of the qingyi and huadan roles. He 
was tutored by Wang Yaoqing, who had earlier begun to perform qingyi roles in “Manchu princess 
dress,” heavily layered gowns hardly conducive to flirtatious movement but splendidly embroidered. 
Mei further elaborated Wang’s modifications and created the huashan and featured the role-type in his 
newly scripted plays as well as the two plays for which he is perhaps most famous, Farewell My 
Concubine (Bawang bieji) and The Favourite Concubine Intoxicated (Guifei zuijiu). As Goldstein puts 
it, “the representation of chaste and elite women on stage was changing from self-consciously staid and 





made several trips to Europe and returned to Beijing in 1912, after which he held 
a three-hour lecture on drama reform in the Music Rectification and Education 
Society, which Mei attended. Qi reproached old-style drama and praised Western 
methods, and such views were to later influence Mei (Goldstein, 116). After the 
first meeting, Mei started to receive Qi’s notes/letters backstage and incorporated 
his recommendations into his work. A year and hundred letters later, Qi finally 
agreed to visit Mei in person. Under Mei’s sphere of influence, Qi quickly became 
a central figure in his group of actors, patrons, musicians and intellectuals 
(Peterson 117).  
The above Peterson’s synopsis leads me to ask: where is the confluence of 
Chinese Opera and Western Theatre? Where is the confluence of a Chinese Opera that 
was praising Western methods, and a Western Theatre that was praising Chinese 
methods? Perhaps, Brecht offers us an answer, albeit a narrow one: 
“The possibility of projections, the greater adaptability of the stage due to mechanization, 
the film, all completed the theatre’s equipment, and did so at a point where the most 
important transactions between people could no longer be shown simply by personifying 
the motive forces or subjecting the characters to invisible metaphysical powers. 
To make these transactions intelligible the environment in which the people lived had to 
be brought to bear in a big and ‘significant’ way.” (Brecht 70)  
And earlier, he writes, 
“Russian, American and German theatres differed widely from one another, but were alike 
in being modern, that is to say in introducing technical and artistic innovations. In a sense 
they even achieved a certain stylistic resemblance, probably because technology is 





influences it, the film for instance), and because large progressive cities in large industrial 
countries are involved.” (69) 
 
Let us re-track the metaphor. 4 The odyssey now seems to be beyond what it 
was - a travelling sign on a vessel. This odyssey occurs beyond the text or in 
metaphysical realms; it is mediated by technology (and an exact and strict sequencing 
in minutes) or the ever-increasing capability to travel. The Ouroboros, Uroborus, or 
Jörmungandr encircling the world in the ocean's abyss biting its own tail is an ancient 
subject, worn and re-worn. An ancient subject now technologically empowered allows 
an expansion beyond the limited geography of Russia, Germany and America. The 
field is extended to a great abyss of substitution - Chinese writer-advisors and Actors / 
Western Auteurs and Actor-Marionettes - and recreation. In the case of Mei, it does 
not matter who bites the tail - the male or the female. Mei bids farewell to his dan role 
and embodies the role of drama king by the growing of his legendary beard; a 
doubling of roles. He performs the King in the history of his staged performances, but 
also in the proper title that he is given. However, the King retires after he bids 
                                                             
4 I am imagining a similar movement; a return to the metaphor of Derrida’s Retrait of the Metaphor, 
which I am refusing to stop the movement: “’Here stands my ship [nēus de moi ēd estēken],’ for to be 
anchored is one among many ways of being stopped” [Poetics 1457b]. The example is already a 
quotation from the Odyssey. In the evening of its life, metaphor is still a very generous, inexhaustible 
subject; it can’t be stopped, and I could comment indefinitely on the adherence, the pre-belonging of 
each of these utterances to a metaphoric corpus, and even - hence the repetition of the trait [re-trait] -- 
to a metaphoric corpus of utterances on the subject of this old subject, of metaphoric utterances on 





farewell to his concubine - but never does so entirely, while he is suspended in a work 
of art, caught between reality and representation, between male and female.5 
 
6.2  Drama King 2: A Synopsis or Biography of Wu Hsing-Kuo 
 
The second exemplary King6 is Wu Hsing Guo (吴兴国), whose name can be literally 
translated as “Wu who revitalises the country”. Wu is currently the Artistic Director 
of the Contemporary Legend Theatre. He studied at the Fu-Hsing Chinese Opera 
School and specialized in wu sheng (male martial roles) and lao sheng (middle-aged 
or old male roles). His performance Lear is Here (2001) was performed to mark the 
revival of his company, after a hiatus of two years. Alexander Huang suggests that 
Wu chose Lear “because the play coincidentally manifests a psychological process 
with autobiographical resonances.” (Huang 40) Perhaps, more than that, it is chosen 
and performed because the first impetus came from the West: 
Ariane Mnouchkine invited Wu to conduct a performance workshop for actors in 
Paris in 2000, where Wu performed the first version of Lear Is Here. Based on the 
                                                             
5 In a now famous painting of Mei, 《天女散花》, the poet 罗瘿公 adds, “后人欲知梅郎面，无术灵
方更驻颜。不有徐生传妙笔，安知天女在人间。”(If the next generation wishes to know Mei, no 
other art captures the image of Mei’s face better than this [painting]. With Mr Xu’s brushstrokes, the 
fairy descends. [My translation]) 
6 My examples of exemplars suggest an aporia: while Mei and Wu are exemplars, they are also 
examples of the art form ‘Chinese Opera’ and how it should be performed. On one hand they are 
informed by the classification, on the other hand, they are exceptional in their craft and skill and thus 
exemplary. This inherent neither really exemplars, nor examples occurs because both Mei and Wu 
modified and transfigured Chinese Opera, of which they are examples of, such that they performed to 
an immediate audience by which they became exemplars or masters. Such is the nature of intercultural 





fragmented scenes and encouraged by Mnouchkine, Wu developed the play into a 
full-fledged solo performance. In addition to her positive responses to the Paris 
and Taipei productions (covered by local media), Ariane Mnouchkine has also 
been quoted praising Wu’s Lear Is Here, emphasizing the actor’s search for the 
character King Lear: “What a great performer seeking King Lear on the stage!” 
Her theatre philosophy that fuses styles and contents from disparate cultures led 
her to endorse the Contemporary Legend Theatres (CLT) intercultural politics in 
their history of becoming proficient in adapting Shakespeare, Greek tragedy, and 
other Western dramas): “I am curious about what kind of extraordinary culture 
could cultivate an outstanding artist troupe such as Taiwan’s Contemporary 
Legend Theatre. All these years, Theatre du Soleil has been experimenting a 
theatre form that could encompass all art elements. What we have been pursuing I 
see that it has been achieved by the CLT. From the CLT, I see the dream of the 




Not discounting the auto-biographical resonances of the play, the return of the 
King is caused by somewhat similar factors that Hegel faced: economic and lack of 
financial support. Wu’s theatre group suffered financial difficulties due to shrinking 
numbers in box-office and a lack of human resources after the initial successes in the 
1980s (40). The success of Lear is Here and later performances which include the 
First Emperor, directed by Zhang Yimou, at New York’s Metropolitan Opera in 2006, 
an extensive US tour of three plays - Farewell My Concubine, King Lear and The 
                                                             
7 Footnote 9 of Huang’s essay. Huang is a Taiwanese, based in the States. The encircling and travels 






Drunken Concubine8 - and a new production The Butterfly Dream with Kunqu actress 
Qian Yi in 2007, all contributed to the economic story of CLT.  
Indeed, there is an economy to this flow of successes. Several key 
interruptions are identified to further explicate what is meant by an economy: 
1. Wu Hsing-Kuo wears the beard as Lear and other Kings, and in Lear he sheds 
it by an interruption (costume change) 
2. A 王 (King) is drawn on his forehead in Lear, which is later erased as he 
removes his make-up 
3. These, in metaphorical terms, can be seen as Wu substituting Mei as the next 
Drama King and reframing each other 
4. The ascendency of the King (and the decline of the Concubine) coincides with 
the decline of Chinese Theatre due to shrinking audiences and the status of 
Peking Opera in relation to China and Taiwan 
5. This in turn, suggests a topical reference to the China-Taiwan political context. 
The splitting of geographies suggests a reference to Lear’s own splitting of his 
kingdom 
6. Wu then reclaims the kingdom (of Peking Opera), almost single-handedly 
through performance and also attempts to reconcile his own loss of his father 
who died during the conflict between the Nationalists and Communists  
                                                             





7. As the descendent of his cultural identity (Chinese) - now mixed, conflicted, 
and almost impossible to negotiate - Wu has to re-assert his own identity via a 
certain proclaimed authority - his skill in playing the King and multiple roles 
8. These performative movements subvert the type-casting and rigid training of 
the operatic form; instead suggest fluidity in identities, though a dislocated one 
with emphasis on the visual 
9. In conclusion, the economy arises because in political, performative and 
psychological terms, the mediums of expression have failed him and he is 
reduced to economical and cross-cultural terms - as many people could now 
watch him and fund his new theatre; the solo-performance of Wu 
10. But as it is suggested elsewhere, the world will come to him not because his 
theatre is new, which is in fact, worn and re-worn, but because something is 
preserved in the exchange - a transaction always continues 
This above summary provides the background and context and to situate the 
next exercise/section in its proper position - as a parasite, a repeated mark of the king 
and a cruelty to my own presentation as I encountered my own perceived notions of 
the foreign, somewhat similar to what Wu faced - and it is also an adaptation of the 
writing styles of foreign-influenced Hu Shi and Chen Duqiu, written in enumerated 
sections and short summaries. 
From past to present, I travelled from Singapore to Zagreb, Croatia via a 
connecting flight from Paris to Zagreb, and in front of foreign eyes and ears, I 





6.3 On Presenting a Paper on a Subject of Intercultural Theatre 
during which the Presenter / Ambassador  used the Performance of 
Wu-Hsing-Guo, the Actor-Director, as an Exemplar of the Multiple 
Division and Substitution of Signifiers in His Performances of King 
Lear 
 
Chinese Ears: Listening in One Language, Hearing in Two9 
Spoken and Projected 
Written and Read out 
Projected (sometimes moving text) 
The perimeters of our current endeavour are set with the following disclaimers and 
numbers: 
You should expect a few moments when I shall translate in the following areas: 
1. From Mandarin to English and vice versa 
2. From live presence on stage to live presence in this conference and in print 
3. From print then to my spoken voice then to the voice you hear 
4. Mistranslation 
                                                             
9  The paper “Chinese Ears: Listening in One Language, Hearing in Two” was first presented in 
Performance Studies International #15, and was part of a conference panel. The sections removed here 
are explicitly the grain of my voice, the rustle of the projector, the projection slides of my paper, the 
projection of the performance footage that I brought with me, and obviously, my physical body that I 





This is a work-in-progress or paper-in-progress, which is really a preparation for my 
failure to perform adequately to the demands of a conclusive and conventional 
academic paper and next my identity. 
 
6.3.1 First Translation - Proper names 
 
I propose, (at once producing the proposal), that we have a look at my name - in a 
rather narcissistic manner - as a point of entry to the matter at hand. 
My Hokkien Name - “Lim Eng Hui” written in Roman letters 
It is registered on my Identification Card as my proper name (show identification 
card), as my supposed Chinese name. It is my full name, in addition to an English 
name: 
“Alvin” 
As such, we see then the appearances that are given to me. 
Lim Eng Hui Alvin 
Eng Hui Alvin LIM 
林永辉 (translated speech) 










Despite the very clear titling of these names, they seem imperceptible to me. Not 
because there is some unknown etymology or nostalgia encoded in my family name, 
but that I am quite blind to the name itself - a name that probably pre-dated me, that 
preceded me in a voice I cannot perceive and receive - both as the unborn child as 
well as the toddler that heard only sounds. Needless to say then, I slipped into a tacit 
acceptance of my names.  
But let me not be too preoccupied with my own names. For in a sense, in my country, 
I am free to change my name on my identification card. And in my speech, I can 
rename it - Alvin (spoken in German).  
But let us consider the following name which should be the topic name of interest: 
吴兴国 (simplified Chinese) 




I am referring to Wu’s names. Which Wu? Some of you may be familiar with Wu in 





his country. Whereas his given name, the name that preceded him or which he is born 
into, means “autumn of his country”. The performativity of his renaming is as such -- 
from the family given name to the artist(e) of a world of cinema and the stage, this 
renaming realigns him from the dawn of the season to the beginning of his dynasty. 
His dynasty - 当代 - dang dai - Contemporary (Legend Theatre Company) 
Perhaps, the 代 here, with the lack of a phonetic sign, means generation, descendent, 
replacement, substitution, though as a couplet -  
当代  - dang dai 
 -- it could mean contemporary but literally it means  
To be (当) - the generation, the descendent, the replacement, the substitute 
(代).  
Substitute who or what? There are two performatives at work here: the renaming of 
his former name to the name of revitalisation and desire; and the naming of his 
company as the substitution of an old tradition (Beijing opera) to a new generation of  
‘Chinese Theatre’ 
The actual question to ask here: what is the hazardous nature that translation or 
mistranslation of proper names seems to have? It seems open to translation - the kind 
of google translation that hazardously translates words without a (human?) proper 
discretion of the various possible translations in an English-Mandarin word. We 
realize then, that the words above, upon first emergence, present us bilinguals and 





Indeed, it is often common to have a source-target approach to the method of 
translation from Mandarin to English, which in a stage adaptation of e.g. King Lear in 
Shakespearean English translated into Traditional Mandarin, the sur-titling of the 
performance would include a retranslation back to English - 
当代英文 
which I am assuming to be the modus operandi here, between the Chinese words that 
float in my mind, passes into the machine - passes through air, rustles and through the 
fourth wall of perception and into your own tele-machine. I translate from the Chinese 
words into the language of supposed common understanding. I cannot determine 
which language you would write in your writing paper while you listen or after 
listening. (pause) I can, however, determine exactly what words you will hear prior to 
understanding. I prepare my paper in advance. 
(SHOW PAPER, PAUSE AND WAIT FOR THEM TO READ) 
6.3.2 2ND TRANSLATION - THE IMPOSSIBLE IMPASSE THAT MAKES 
POSSIBLE THE PASSAGE 
This is where we come to the next section of my presentation, as I make my first 
serious claim of what my answer could possibly be, in respect of the thorny question I 
asked earlier - the openness of heterogeneity of languages. Open? What is open about 
language in translation?  
I will speak, therefore, of a letter: 





when we confront a letter, the Wu, or proper names for that matter as written in books 
of and about performance studies. 
(FOR EXAMPLE, FAYE CHUNFANG FEI’S TRANSLATION OF  
CHINESE THEORIES OF THEATER AND PERFORMANCE  
FROM CONFUCIUS TO THE PRESENT 
EDITED AND TRANSLATED BY 
FAYE CHUNGFANG FEI 
FOREWORD BY 
RICHARD SCHECHNER) 
I may go so far as to suggest that the openness of language lies in its imperceptible 
beginning - as Foucault would evoke Molloy and went on speaking in the beginning 
about beginning. Whether we like it or not, we speak as we begin, that is its fatality. 
What seems to be the fatality here, though not in speech, which we will come to that 
later, is the imperceptible names.  
CHUNGFANG FEI , CONFUCIUS 
Frankly, if you ask me, I have no idea what Chung, Fang, Fei are in Chinese upon my 
first reading of the name. (Yes, I know what Confucius is in Chinese.) We go next to 
an awkward section in the book called Chinese Glossary, which would have been 
more appropriately called:  





And we find as well Wu among the lists of names: 
WU - 武 
And we also find that Wu has been rendered as  
舞，吴， 梧，五 (just short of all four sounds of Mandarin) 
of which 吴 is written in simplified Mandarin because I am unable to type in 
Traditional Mandarin with my word processor. The tian or sky is only introduced in 
the simplified version. 
 
6.3.3 3RD TRANSLATION - THE SILENT ROMAN LETTERS WRITTEN 
BY MACHINES AS THE THIRD LANGUAGE TO TRANSLATE  
Consider the openness of a letter. The multiple renderings of a single letter itself, 
blind as it were when the machine translates to the violent Roman letter, ready to both 
plot against me as I am lost in translation. 
Who or what is  
Wu? 
Who or what is  
Wu? 
 





However, it is the incompatibility that makes possible at least one advantage as they 
appear simultaneously. For once, we view then, the blind spot and the imperceptible 
sound of our human machinery -  
The other evening, watching Antonioni’s film on China, I suddenly experienced, 
at the end of a sequence, the rustle of language: in a village street, some children, 
leaning against a wall, reading aloud, each one a different book to himself but all 
together; that - that rustle in the right way, like a machine that works well; the 
meaning was doubly impenetrable to me, by my not knowing Chinese and by the 
blurring of these simultaneous readings; but I was hearing, in a kind of 
hallucinated perception (so intensely was it receiving all the subtlety of the scene), 
I was hearing the music, the breath, the tension, the application, in short something 
like a goal…… I imagine myself today something like the ancient Greek as Hegel 
describes him: he interrogated… I interrogate, listening to the rustle of language… 
(Barthes 78-79) 
Sense itself, as Nancy replies via my voice, floats, in order to stop or start at its limit. 
When we face the “sur-titling” of translated languages and hearing simultaneously the 
voices of a perceived language (which might have been a Chinese dialect and not 
Common Mandarin), we face the limit, or as he names it,  
THE BODY OF SENSE (Nancy, Corpus 23) 
We touch the seat we are in now, this body, this feature, those eyes, my mouth that 
speaks once now, and yours later. This pleases or displeases me, does or does not 
oppose my words, questions or does not question me (or interrogates as Barthes puts 
it), does or does not interest me, excite or repel me. This will always be within the 






“Why is there this thing, sight, rather  Pourquoi y a-t-il cela, la vue, et 
than sight blended with hearing?   non pas plutôt quelque chose   
And would it make any sense to   qui mêlerait le voir et l’entendre? 
discuss such a blend? In what sense?  Mais d’un tel mélange, y a-t-il  
Why this sight, which doesn’t see   seulement du sens à parler? En  
infrared?     quel sens? Pourquoi y a-t-il cette  
This hearing, which doesn’t hear   vue, qui ne voit pas les  
ultrasound?     infrarouges? 
Why should every sense have   Cette ouïe qui n’entend pas les  
a threshold, and why are    ultrasons? Pourquoi y a-t-il, à 
senses walled off from each other?                chaque sens, des seuils, et entre tous les sens, des murs. 
 
(Nancy, Corpus 30-1) 
So as your body of sense encounters I/me/us/you - 
In which without a date we would never encounter each other, and this conference 
panel would never have taken place: and the languages and words and letters… 
(pause but go on) 
What you encounter then is a body…not any other body, but this body, here and now, 









And immediately, we view the body (of an open kou), of which I ask you to focus on 
the opening and closing mouth as it speaks, that you encounter. What thick and big 
lips I have!  
or 
如此厚又粗的嘴唇！ 
6.3.4 4th TRANSLATION  
I shall leave you with your impressions of my open body. You may even choose to 
pencil down a caricature of my face, my mouth and lips. But let us end with an 
encounter of a technological kind - an extension of my open wound - to consolidate 
what we have heard and said so far; It is similar to the kind that made me tremble 
when I read E M Forster’s The Machine Stops.  
Wu Hsing-kuo’s solo jingju (Beijing opera) performance of Li Er zai 
ci [Lear Is Here] 
國興吳 
                                                             
10 Not only does the kou suggests how the mouth frames the discourse and presentation of my paper, in 
a general sense, the entire dissertation involves a constant kou-framing of what has been written and 







Contemporary Legend Theatre Company 
(PLAY FROM SCREEN with Subtitles) 
 
Doth any here know me? This is not Lear.    Part II 5:30 - 7:00 
Doth Lear walk thus? speak thus? Where are his eyes? 
Either his notion weakens, his discernings 
Are lethargied—Ha! Waking? ’tis not so. 
Who is it that can tell me who I am? (1.4, 226–230) 
 
I am back!       Part III 1:10-4:20 
Who is he? (Looking at the beard in his hand) 
Does anyone know him? (To audience) 
This is not Lear. (Looking at the beard again) 
Then where is Lear? (Standing up) 
(Walking toward the left) Is this Lear walking? 
Is this Lear speaking? (Walking to the right) 





Where are his eyes? 
 
Is he confused? (Mixing the facial paint clockwise) 
(Mixing the facial paint counterclockwise) Is he numb? 
Is he awake? (Mixing the facial paint to his neck) 
(Slowly taking his hands off his face) Who can tell me who I am? 
I want to make sure who I am.  
My country, my wit, and my authority all mock me 
They want me to believe that I am of this place 
I’m back!  
I am still who I was 
Who I am now, and who I shall be 
 I have returned to my profession. (Picking up the folded armour) 
This feat is nobler than being a monk. 
 
6.3.5 Conclusion11  
We move, next, to a conclusion that I am obliged to make. My time, in my position, 
as a graduate student, presenter and Singaporean Chinese Hokkien, here at this place, 
makes it possible for me to speak, with translated sur-titles. But as we commonly 
                                                             
11  You must trust that I’ve given you the necessary information to believe that my performance, 





move from one role to the other, I shall, as a student and essayist of an academic 
writing evoke one last person to thank for revealing the unpleasant limitations and 
necessities of a practice where one is used to seeing - that of translation on stage and 
in our context - translation in the part of the presenter to an international audience 
such as you are. And I shall make a statement as such: 
So many things have eluded us in our languages.  
Our names. 
Our translated names. 
Our speech. 
Our writing. 
And ask:  
Do we know our history? 
We do know…by virtue of a future. A future and futures of my writing that 
transformed into the present and soon to pass speech - but hasn’t it already been heard? 
(pause) The words piled up one after another,  
 
all those marks made on the paper and presented to innumerable pair of eyes, all 
that concern to make them survive the gesture that articulated them, so much piety 
expended in preserving them and inscribing them in men’s memories - all that and 
nothing remaining of the poor hand that traced them, of the anxiety that sought 






And we find then, that you can misread/hear my speech, and translate it into more 
letters and words. 
And in Wu’s case, a change of name performatively charged him with the self-
imposed responsibility to restore a kingdom; But whose and what kingdom? A word, 
a letter, or a character changes / performs the future of his supposed immortality, 
which hopefully will last longer than he will. Yes, it is going to outlast him. Wu and 
Lear will live on longer than Wu and Leir. As long as we mistranslate, immortality is 
given to words and letters as a double bind of curse and blessing. 
When the present emperor [Wu] came to throne he reaffirmed the peace alliance 
and treated the Hsiung-nu with generosity, allowing them to trade in the markets 
of the border stations and sending them lavish gifts. From the Shan-yü on down all 
the Hsiung-nu grew friendly with the Han, coming and going along the Great Wall. 
(Beckwith 88) 
So, are we 大 丈 父 12  with translation, (Male Chauvinists) - Are we okay with 
translation? 
Yes. As long as we have our mouths and eyes to [mis]translate. As long as there are 
bodies to translate, and characters to transform into… 
No, as long as we live to speak. 
Or maybe…after we die…死后再说。13 
                                                             
12 This spoken pun cannot be adequately performed here as it requires me to speak the above supposed 
Mandarin characters as Japanese.  







 Of Conclusions and Connections 
 
A number of recurrent technical terms used in the dissertation merit a brief conclusion 
to summarise the judgments and connections made. Apart from a few key words1 
assigned to each chapter, a conclusive synopsis or schema for each chapter is given. 
The chapters are recapitulated as such: 
 
0:  Preface - Presentation - Demonstration - Theatre of Cruelty - Proper Names - 
Antonin Artaud - Performance Studies - Doubling - Parody - Preface of Prefaces - 
Theses - One or Many? 
“I like what you are saying” - that is the premise. A presentation then determines how 
“whatever said” communicates a message to an audience. A long preface and a 
                                                                                                                                                                              
 
古典艺术，都将逐一作为新的课题提到我们的面前，有待我们去热情探索和努力钻研，愿与戏
曲界、电影界的同志们共勉！” (Mei lan fang quan ji, Volume 4, 240) (To my friends in the theatre 
and film worlds, I share my enthusiasm and passion to pursue the possibilities that the technological 
developments of cinema and film-recording have given to us; enabling us to research, examine and 
present our country’s traditional arts “delivered” on screen and in our faces! - My translation) - These 
are the last words of Mei that the biographer has collected, which Mei could not read because he passed 
away just before the last volume of his collected writings was published in 1961. The intercultural sign, 
a product of the interaction between the technological possibilities developed by the foreigner and the 
performance of traditional local arts, has always been observed, re-observed; produced and reproduced 
with every introduction of a reception. However, with each technological breakthrough, the carrier of 
the message (intercultural sign) alters, and thus the production and reception of the message alter as 
well. 
1 These key words can be also used as indexes and search terms for future reference; or mnemonics to 





presentation of previous presentations, however, suggest an excess of presentation: 
saying more than it should, but it has been said anyway. It opens as well as closes the 
discourse in a space and time of doubling - interpretation or imagination. 
 
1: Etymology - Intervocalic hiatus - Translation - History - War - Conquest - Attack - 
rhetorical, metaphorical and physical 
A combination of two results in a mis-purloined letter/message/cultural sign. At least 
two options are available to the recipient of the intercultural sign: Surrender and you 
will be left alone; Resist and face Annihilation. A mis-adventure, or an adventure that 
differs from the original itinerary, may turn out to be beneficial to the adventurer and 
produces an effect and affect that goes on to become something else. 
 
2: Ambassadors - Friends - World - Imagination - the Particular and Universal - 
Given Circumstances - Chance - Self-awareness - Signatures and Stamps - Stationary 
- Armchair - Literature - Production 
The relationship of two subjects determines the chain of exchange - how it is 
produced, received, substituted and understood. At the same time, the dialogue 
between the two subjects can be imagined, just as some of the objects of study can be 
imagined. However, the material and empirical experience of given circumstances 
provide the conditions for conclusions on the exchange. The question is whether the 






3: Vessel - Metaphor - Oceans - Travel - Geographies - Host - Parasite - Substitution - 
Reception  
“Two things are always possible, good and evil, and it’s chance that decides which it 
will be.” “You’re deducing this as if it were mathematics…” (Dürrenmatt, The 
Inspector Barlach mysteries: The Judge and his Hangman and Suspicion 61) 
 
   
 an ocean of false  an ocean   1 
 learning    x        ?  
    
4: Revolution - Writing - Reduction - Intervention - No Return 
Writing should embody the practice of the process - the practice of the researched and 
observed. It is not exactly the same thing but the value for such a work is in the 
immersion of a creative process, in the intercultural practice of the forms, ideas and 
imaginations. The act of writing may be an act of cruelty but it also an act of birth. 
Revolutions and revolutionary wars are often decided based on a game of chance or 
an intervention. 
 
5: XML - MySQL - lang - Source-code - Database - Search - Asia-America-Gateway  
Each new presentation engages its source and renders it differently - the former 





presentation. This source code must be in exact and precise terms. That being the case, 
a search of these codes will let fly a thousand other possible connections; but within a 
gateway that attempts to avoid the unpredictable dangers and accidents. 
 
6: Exchange - Economy - Metaphor as Method - Role-playing - Ascendency and 
Descend - Multiple roles - Kings, Khans and Sovereigns - Concubines - Intercultural 
Body 
In borrowing, begins the circle of exchange with each repetition either a counterfeit of 
the former good or an amalgam of several goods and services. One ascends and 
another descends. As long as one signifier is replaced by another, the chain of 
exchange continues. The performance as a whole, however, performs a lack - a 
repetition of lack. A signifier disappears perpetually, while a new performance 
appears at a specific place and time. However, this is not a universal phenomenon. 
Each performance occurs only once in history. It can simultaneously perform as both 
an example and an exemplar, or indeed it can be both or neither. 
 
7: ? - 口 
All of the above lead us to ask: where is Intercultural Theatre? Is it an imaginary 
signified? I cannot answer that. In fact, it is never my aim to answer that. Instead, 
what I have shown is that the field of the Intercultural - theatre and performance - 
consists of chance events re-organised as a system of presentation: production of 





boxes of transformation that reduce or substitute the cultural signs and codes via the 
vessel/frame of a 口, thus reducing the conventional art forms into a new entity 
altogether. The口 invites risks, and we shall worry a justification for that endeavour 
later. 
 
Perhaps, being a conclusion chapter on the specific subject of Intercultural 
Theatre, I have to make a final and conclusive thesis statement:  
Intercultural Theatre is Theatre of Cruelty. 
The simple method of Artaud’s alchemy in the creation of an Intercultural Theatre 
discourse has been demonstrated throughout the chapters, in the transition between 
one chapter to another, and in the overall flow of the dissertation. It simply means to 
re-present existing codes and signifiers.2 It also means to partake in a parody or 
dissonance of existing codes. Parody need not only be negative. 
                                                             
2 In the final thesis, I have attempted to situate the two together: the former being a specific 
phenomenon, the latter being a system of non-representation. Intercultural Theatre or practitioners of 
the Intercultural Theatre remain by and large a finite movement that supposedly fuses two or more 
forms, trajectories, and appearances; whereas Theatre of Cruelty is a representation of nothing but the 
infinite, a constant doubling of and redoubling of impossible paradigms, ideas and dreams. And yet, the 
entire history of post-Artaudian Western Theatre shows traces of its epoch and reappears as so and so, 
always something else, which furthers the myth that Theatre of Cruelty has influenced the avant-garde 
and contemporary performance. In the above thesis, Theatre of Cruelty is then contracted not in a 
virtual repetition but repeats itself by having presence in something else ― Intercultural Theatre. 
Adapting Badiou’s point that, “a name drawn from void [Theatre of Cruelty] bordered by what is 
certainly a tiresome process [Intercultural Theatre-making], but once the latter [bad infinity] is treated 
as presence, we also know that it must be declared subjectively infinite”, (Badiou, Being and Event 167) 
we can revisit Hegel’s maxim that ‘the finite is therefore itself that passing over of itself, it is itself the 
fact of being infinite’, and plainly state the thesis that the both of them present themselves in a loop of 
infinite presentations. At the same time, the above statement can also be somewhat expanded to follow 
Zarathustra’s Discourse of the Three Metamorphoses: “I name you three metamorphoses of the spirit: 
how the spirit shall become a camel, and the camel a lion, and the lion at last a child.” (Nietzsche, Thus 





It must, however, be stressed that these codes and signifiers are themselves already 
divided and divisible, by way of cruelty. 3 
 
 7:1:1 Conclusion Schema 
 








                                                                                                                                                                              
 
which the spirit is substituted by a camel, then a lion and at last a child. However, we should not 
suppose that it stops there: “The child is innocence and forgetfulness, a new beginning, a sport, a self-
propelling wheel, a first motion. A sacred Yes.” (55) In future, where and when possible, it is expected 
that Intercultural Theatre will take on a new appearance, a new beginning, a forgotten past and always 
a child’s play. 
3 “In the time of the conqueror Genghis Khan the land and people of Mongolia were politically united. 
Today, Mongolia remains as the only country in the world divided into three parts: the Buryat 
Autonomous Republic of the former Soviet Union; independent Mongolia; and the Inner Mongolian 
Autonomous Region in the People’s Republic of China.” (Sandag 14) Centuries ago, when the Khan 
expanded his empire, he massacred millions of people from the West. Centuries later, Stalin repeated 
the cruelty and massacred the Mongolian people. This provides us with the extreme metaphorical 
example of the cruelty of Interculturalism - the circumstances that lead up to immeasurable change to 



















7.1.2  Final Words  
The above said and shown, each chapter still operates or is workable / readable only 
with a pass-word, which means: 1. to have an access to proceed only when the code is 
understood and entered/shared/shown; 2. requires a privileged position; a right to 
passage, for example, a proficiency in the English language or a status in academic 
circles. 3. Once the password is entered, it lets fly the subject from a spot - usually 
from an armchair - to a universe; 4. expiry and hacking, change of password, reset; 5. 
belonging to a privileged group / community; 6. To be at mercy to the swift progress 
of technology - upgrading and relearning of technology. 
Password : Passwords : 
Passwords - the expression seems to me to describe quite well a quasi-
initiatory way of getting inside things, without, however, drawing up a list….it 
is in this way that they are ‘passers’ or vehicles of ideas.  
Password : Intercultural Theatre: 
It is also words themselves which generate or regenerate ideas, which act as 
‘shifters’. At those moments, ideas intersect, intermingle at the level of the 
word. And the word then serves as an operator - but a non-technical operator - 
in a catalysis in which language itself is in play. Which makes it at least as 
important a stake in the game of ideas (Baudrillard xiii-xiv).  
Password : English : 
The entire document that you have just read assumes a proficiency in the 





to translate other languages into English only highlight that the foreign 
language has been translated for you ― the reader. The ‘pass- word’ here 
refers to my contradictory position: how I pass what is a familiar word to me 
into your familiar word. 
Password : Unexpected sources 
The entire document also utilises unexpected sources and proper names that 
are not expected or too removed to be mentioned in the context of this writing 
and the field of Intercultural theatre. Nevertheless, the combination of two 
pass-words can indeed bring about interesting and refreshing results, making 
connections that were otherwise unavailable previously. At the very least, it 
provides access. 
 
Indeed, technology has increased our ability to travel and to make connections 
otherwise impossible. But are we making connections too quickly? After all, without 
the physical experience of an object of study, one often has to rely heavily on 
imagination, books, or anything and everything at hand. 
Perhaps, as another conclusion, it is now appropriate to update Henri Bergson’s thesis: 
My body, an object destined to move other objects, is, then, a center of action; it cannot 
give birth to a representation; (Bergson 20) 





My body, an object destined to be around other objects (animate or inanimate 
bodies), is, then, part of an action, alongside other actions; it cannot give 
birth to a representation because it is already one. 
No one has actually seen or experienced the infinite, but the false sense of reaching 
the infinite may just be fed by the desire to represent infinity with the finite ― by way 
of presentation. However, with every presentation, a password or its terminology is 
required to enter into a scheme of things ordered in that presentation. It requires, then, 
a privileged position among other privileged positions. In that sense, nothing is really 
privileged, except a scheme among other schemes: 
Passwords “pass, then; because they pass away, metamorphose, become ‘passers’ or vehicles 
of ideas along unforeseen channels not calculated in advance.” (Baudrillard  xiv)  
Perhaps, we should learn from our science colleagues and their research: small in 
scale compared to a larger whole but significant as a cell, an atom or a byte of a whole, 
without which it will never be a whole. A single gene identified in a zebra-fish can go 
a long way to cure cancer. Or a bad sector in a hard-disk can ruin an entire computer. 
We should not forget that a single chance event of a falling apple could reveal a 
universal law of falling objects. At the same time, we should heed the warning of 
Nietszche in Gay Science, and not be all pure Epicureans.  
 
7.1.2.1  A Working/Work-in-Process Methodology 
Upon reflection, I would like to re-conclude that the entire endeavour, a posterior, is a 





Intercultural Theatre’. In the writing, voices, quotations, philosophers, academic fields 
and practitioners are sparsely utilised, replicating the hybridity that intercultural acts 
themselves embody when they appropriate diverse sources and references. It produces 
the interculturality that it describes. It provides access to a sign but at the same time 
delimits and restricts total access. This body of work would not have been possible 
without the on-going relationship between the reader (and examiners) and the writer, 
a relationship that is dense and complex because we - you and I - may never know 
what we are actually thinking apart from what this black and white surface presents. 
Some access has been given, but it will never be full and transparent. 
The dissertation is reflective of the intricacies of piecing and drawing threads 
together in an intercultural production, whether obvious or unintentional, thus creating 
a pastiche of intercultural references, proper names and performatives. In building this 
thesis, it is also reflective of a struggle of practice (and writing) with theory, in this 
case an Intercultural theatre theory. I cannot write for sure, what my theory is or 
whether there is a theory that can account for the phenomenon that is Intercultural 
theatre. It might just be another theory that needs to be scrutinised and critiqued. I can, 
however, be certain that the chance encounters (e.g. between Hegel and Stanislavski) 
I set up, though deliberate, demonstrate the workability of a methodology that seeks 
not to problematicise the existence of Intercultural Theatre, but to justify and 
exemplify a similar process in intercultural production. In short, the thesis sometimes 
runs parallel to the process of intercultural theatre production; at times it intercepts 
known routes and offers access to the field but withholding enough so it can create 
potential openings or provide alternate perspectives to a particular subject of the field. 





needs to be done by both you and me to venture further down the critical pathways the 
work partially reveals and suggests. 
 
7.1.2.2 
As final words to the thesis of my theses, I shall borrow the words of Charles Darwin 
to perform the repetition of knowledge-making - chance events now made to connect 
in a voyage of inconsequential events now made consequential - and leave you, my 
reader with his advice, an unexpected turn and a forced closure3: 
But I have too deeply enjoyed the voyage, not to recommend any naturalist, although 
he must not expect to be so fortunate in his companions as I have been, to take all 
chances, and to start, on travels by land if possible, if otherwise on a long voyage. He 
may feel assured, he will meet with no difficulties or dangers, excepting in rare cases, 
nearly so bad as he beforehand anticipates. In a moral point of view, the effect ought 
                                                             
3 As a final note, I would like to add that the section on “Final Words” borrowed Badiou’s concept of 
mathematics = ontology. (Badiou, Being and Event 6-7) In other words, concepts and notions of 
metaphysics, Being, and solutions and equations of study such as my study of Intercultural Theatre, are 
really always quasi-objects and -beings. They are not really real, so to speak, but are symbolic. They 
are “formally” speaking / writing about so and so, and the behaviour of such and such, but they 
ultimately mis-perform the actual reality of the subject matter - a disparity and paradox Bergson was 
well aware of.  It is, however, not within the scope of this dissertation to explore further the 
implications of suggesting that my objects of study of Interculturalism and Intercultural Theatre are 
quasi-objects and for the purpose of understanding Intercultural Theatre-qua-Intercultural Theatre. The 
experience of reading my performance of writing alone, I believe, should have brought you to 
somewhere, since, I hope, you are reading the final words of my thesis. I shall depart here and hope 
that there will be a subsequent chance to examine the implications of the suggested study - something 
that cannot be done within the main body of the text and in a tiny footnote such as this. That ‘said’, do 
believe that the historical events and people presented here actually happened. These events and people 
have all contributed to the establishment of the phenomenon of Intercultural Theatre. The real purpose 
of this thesis, repeated here, is really to open the field and implicate it in a larger discourse on 
knowledge production and the act of academic writing as performance. The performative still bears 
hope of a sovereign and coherent act of discourse-making and hopes that it has achieved a meaningful 
possibility for knowledge to emerge; or rather knowledge to map itself out somewhere else, sometime 
later. When that happens, I hope further investigations can be made, drawn from the connections I have 





to be, to teach him good-humoured patience, freedom from selfishness, the habit of 
acting for himself, and of making the best of every occurrence. In short, he ought to 
partake of the characteristic qualities of most sailors. Travelling ought also to teach 
him distrust; but at the same time he will discover, how many truly kind-hearted 
people there are, with whom he never before had, or ever again will have any further 
communication, who yet are ready to offer him the most disinterested assistance.  
(Darwin The Voyage of the Beagle 516-517)  
 
(I thank you for participating in the sovereign act of the making sense of the event, and 
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